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Art making in its concrete form introduces the possibility of becoming a vehicle for communicating and constructing one’s social identity. Art making can be seen in relation to language. The constructs of language are not just oral assemblages but can be determined through other modalities, such as visual and musical forms of creativity, to help locate the identity of the individual in the community and the wider society in which they live. In this context creativity allows for the ability to put order into disorder and to shape the environment. Marion Milner (1981) defines the creative act as, “the interaction and interdependence of consciousness and unconsciousness, of control and surrender, of activity and reflectivity”​[1]​.  These co-dependent processes have been engaged in the practice of art making in this creative research project and this study will extend an understanding of them, in the context of the caregiver community workshop process.

In order to unleash this creativity, which may facilitate beneficial social practices, the notion of play suggests one way of transforming perception. Thomas Docherty has written that the present moment can be seen to be “a moment of potential: and it is the sustained inhabiting of that potential ‘energeia’ that is culture.” (2003:29). Milner writes in a similar manner about play: 
“In play there is something half-way between day-dreaming and purposeful instinctive or expedient action. As soon as the child has moved a toy in response to some wish or phantasy [sic], then the scene created by play is different, and a new situation sets off a new set of possibilities: just as in free imaginative drawings the sight of a mark made on paper provokes new associations, the line as it were, answers back and functions as a very primitive type of external object.” (1955:2)

Many of the following reflections have emerged from my own experiences as a painter, particularly as I immersed myself in the nostalgia of my childhood for the practical research of my dissertation. The primary status has been for me to perceive through the interaction of conscious and unconscious modes of thinking typified in the creative process.




This research project focuses on a series of art making interventions within a community of caregivers drawn from six aftercare centres on the East Rand of Gauteng.  These centres are Umthambeka and Welamlambo in Thembisa, Umhathizwe in Thokoza, Mogobeng in Katlehong, Nyiko and Zimele in Vosloorus. This group of 12 caregivers (two from each centre) is responsible for approximately two hundred and forty AIDS orphans.  

A process of art making which took place over fifteen sessions from 28 July to 24 November 2005 was undertaken with the twelve caregivers to provide them with an opportunity for communicating towards forms of expression. The support that this intervention gives the selected caregivers is framed by the following assumption. It is understood that art making affords the women an opportunity to give a voice to their experiences, and to articulate concerns relating to their work, lives and communities.  This research project underscores the art making process as a vehicle to support a dialogical process so as to create an “arena of exchange”​[2]​ which might facilitate constructive engagement towards a new set of insights both individually and communally. 

Engaging with art as an independent object-based entity as conceived within a Western modernist construction of art making, is reframed in this context to allow for a collaborative and dialogical model, in keeping with the tenets of relational and dialogical aesthetics. My intention is to interrogate both paradigms as a key aspect of the project. 

In line with this direction of my research, I employ key ideas from Grant Kester’s book Conversation Pieces, Community and Communication in Modern Art (2004), in which contemporary artists and collectives have defined their practice around the facilitation of dialogue among diverse communities. I have referred to particular case studies to support Kester’s concept of dialogical aesthetics in redefining art in terms of the discursive relationship it has with the spectator. Dialogical aesthetics extends the art process beyond fixed limits that have informed the traditional, modernist modes of art engagement to embrace an interactive aesthetic practice. The association of dialogical processes is explored in the literature on relational aesthetics. This body of work calls to the fore writers such as Nicolas Bourriaud who addresses the traditional distinction between production and consumption and allows the subject to exercise some agency while the “ultimate goal is the expansion of the authorising subject” as Kester puts it. One of the concerns of Jacques Ranciere, the French philosopher, is the presumption that people are defined by their economic conditions and are presumed to lack the ability for constructive thought, enabling society to be divisive and exclusive. Ranciere’s refusal to categorise people on the basis of their social standing makes an appeal for the legitimacy of providing authority to the participants in their fields and giving them the agency to exercise this position. I have referred to Ranciere’s interviews with Peter Hallward in Angelaki (August 2003), as well as identifying texts from The Ignorant Schoolmaster (1987).

Nicolas Bourriaud’s assertion that art is a state of encounter is defined by the relationship between the image as object and its social context. Bourriaud cites an example of relational art in the work of Gabriel Orozco where he places an orange on a stall in a market in Brazil (Crazy Tourist, 1991). He describes Orozco’s work as 

“operating at the hub of “social infra- thinness” (his quotation marks), that minute space of daily gestures determined by the superstructure made up of “big” exchanges, and defined by it…..Orozco’s photographs are a documentary record of tiny revelations in the common urban and semi-urban life (a sleeping bag on the grass, an empty shoebox, etc.) They record this silent, still life nowadays formed by relationships with the other.” (1994:17).

This example identifies the relationship between the image, the mediating object between the art maker and the community and how it manifests itself in an arena of exchange. This engagement is a key concept in the formulation of this research.

Relational art “sees the sphere of human relations as a site for the artwork’” (Bourriaud 98:14), rather than the assertion of autonomous and private symbolic space. This form of communication is in turn incorporated as an element of the art itself. The art making activities are thus predicated on the assumption that the role of art acts as a ‘connective aesthetic’ as Suzi Gablik​[3]​ has coined it. Gablik has written on “the constellation of self beyond the egocentric.” She quotes from David Michael Levin4 where he writes of ‘practices of the self’, arguing for a new consciousness where the self is not separated from society and its responsibility. Gablik writes of an integrated approach of inclusiveness and wholeness. This position can be seen as a plea for a relational aesthetic.

Bourriaud further writes of the encounter which “tightens the space of relations” (98:14) allowing art to fit into ‘the social interstice’, as he puts it, and create the conditions for exchange. This concept was originally asserted by Pierre Bourdieu who established that that the art world is essentially a system of relational positions that exists in and through its relationship with other properties. 

Historically, the relational position can be traced back to the Renaissance, where the figure of God created an exchange between man and his world manifested by the artist who mediated the ‘fields’ (Bourdieu), which were then transferred to the object. As Edouard Glissant5 states, “every identity is extended through a relationship with the Other” (90:71). The following examples emphasise the assertion of the relational position that foregrounds this dissertation.
 
In his essay Poetics of Relation, published in Participation (2006:71) Glissant uses the example of nomadic existence practiced by the Arawak communities in the Caribbean to explicate the oppositional stance they took as a result of the dominant imperialist language of the time. These nomads practiced a lifestyle of wandering from one part of the forest to the other, utilising a style called Circular Nomadism, an organic forward looking projection of moving from one place to the other. In the same way civilisations are seen to evolve concentrically, each new state developing in circles outwardly expanding or collapsing, setting up communities along the way, they establish and enhance methods of communication. The relational identity in this context is formed by an open model of co-existence that each congregant has to each other. However, there are times when ruptures and slippages may develop. Each relationship to the other then transforms into something else with separate needs and desires creating a nuclear split, which Felix Guattari writes of in his essay, Chaosmosis​[4]​ in which he postulates on the “fluid nature of subjectivity”​[5]​. 

In support of this concept, in a separate case study a group of participants for The Collective Actions group, working in Moscow from the mid 1970’s to the mid 1980’s, created a work called Ten Appearances (1981). Each participant took the end of a thread of cotton from a central point and moved outwards into a forest and through a series of interventions was left to fend for themselves. While the outcome of this event was more to do with “zones of physic experience of the action as authentically significant on the plane of the demonstrational field of the action as a whole”,​[6]​ for me it demonstrates an example of how structures, in this case, the circle, have the potential for change. Each person’s relationship to the whole or to the individual is never the same. Of the ten participants who were involved, only eight returned to the initial starting point, seven coming back on the same path that they originally took. These concepts correspond with a model of relational encounters by the explicit co-existence of its parts to each other.


The trajectory of inter-connected relations in this context is enhanced in its value by the notion of dialogical aesthetics, derived from the Russian literary theorist, Mikhail Bakhtin​[7]​, who reinterpreted the Kantian theory of dialogue​[8]​ and  “argued that a  work                                                                                                                                                                                                                                                                                                                                                                                                                               of art can be viewed as a kind of conversation-a locus of differing meanings, interpretations, and points of view.”​[9]​  Bakhtin’s ‘dialogism’ liberated knowledge from a narrow, ‘monologic’ system of language, rejecting a priori language and embracing a form of meaning that Bakhtin called heteroglossia. Heteroglossia is polyphonic in its form and acknowledges that language is multi-layered and is not implicit in a fixed deterministic sense. Bakhtinian thought emphasises otherness and other values; where definitions of the self can be seen in relation to the broader community. In Dialogism: Bakhtin and his World (1990), Michael Holquist writes of the relation of self to other, defining this conceptually as ‘transgredience’, within a broad outline on the work of Bakhtin. As Holquist wrote, “At the heart of any dialogue is the conviction that what is exchanged has meaning.” (1990:38) In relation to contemporary community art practices Grant Kester​[10]​ has defined a model of dialogical conventions, which supports this research project. His particular area of concern relates to ‘context providers ‘rather than ‘content providers’ in the words of Peter Dunn​[11]​, a collaborative artist, working outside the framework of galleries. The emphasis he provides relates to performative dialogue amongst diverse communities in a contemporary creative context.

There are three main areas of focus in this dissertation: 1) the pedagogical and artistic concerns implicated in the design of art making activities as praxis, where the dual role of artist and art facilitator are understood as forms of agency that commit one to interventions for social change; 2) the socially situated processes of art making within the broader socio-political context of South Africa as it is reciprocally shaped by the specific context in which this research is located and 3) the therapeutic effects of art making which could stimulate dialogical engagement. Although this research draws on important aspects of art therapy, this study is only loosely associated within an art therapy paradigm in that it draws on certain art therapy processes which will be further expanded upon in the methodology. The focus of art therapy is primarily object driven (Waller and Dalley, 1980:9), whereas this research project is focused on the interaction between the creative artistic processes and the dialogues evoked from such experiences as defined by a process-driven objective.  From this vantage point the emphasis falls on the therapeutic value of art more broadly.

Firstly, from a pedagogical and artistic perspective, my subject position as an artist and as an art facilitator is guided methodologically by the principle and practices of action research, in so far as this research method requires the practitioner to critically reflect on one’s multiple identities and to better understand how these inform ones understanding of practice.  

Paolo Freire developed the notion of an ontological synthesis articulated in Pedagogy of the Oppressed (1970). It is through repeated cycles of reflection that one is able to transform ones practice reflexively through a method of praxis, or informed action. 

Freire’s theoretical emphasis in the context of this research is based on the use of dialogue as an interactive activity and the rejection of what he called the ‘banking’ concept of education, where the learner is regarded as an empty banking account to be filled by the educator. Freire's work laid the foundation for what is now called critical pedagogy (​http:​/​​/​en.wikipedia.org​/​wiki​/​Critical_pedagogy" \o "Critical pedagogy​) giving agency for reciprocal participation between diverse groups.
Through the reflection on my own practices I have been able to see the value of critical reflection as a synthesis of my work as an artist and as a researcher.   

According to Thomas Docherty in an essay published in The New Aestheticism, entitled Aesthetic education and the demise of experience (2003), we have lost the art of engaging in the experience of being part of a cultural paradigm that embraces the creative processes as part of its educational system. He refers to Walter Benjamin’s text on Experience as a critique on the need for ‘Erlebnis’, or ‘felt-life’, as Benjamin puts it. Docherty denounces the pragmatic approach to modern education as deterministic and conservative, and suggests that we need to develop the potential for play. Armstrong​[12]​ writes: “play, that fundamental activity is cognate with aesthetic production. Interactive, sensuous, epistemologically charged, play has to do with both the cognitive and the cultural.” Docherty is arguing for the liberation of perception, to acknowledge that ‘the potentiality of culture,’ and as Armstrong argues, 

“Play…transforms perception, as when a stick becomes a horse, say when a stick becomes a ‘pivot’ from severing the idea of a horse from the concrete existence of the horse, and the rule-bound game is determined by ideas not objects” (2003:31).

 My assessment of the creative processes that have taken place in the context of this action research has allowed me to identify the importance of ‘Erlebnis’. In other words, the inclusive role for the accessibility of the creative processes as an extension of Freire’s model of praxis and as an extension of a dialogical modality for constructive collaboration. This is both in terms of this research and with consideration to the paradigm of my own work

Secondly, in the context of South Africa, the HIV /AIDS pandemic is, amongst other things, directly impacting on children, especially those who have lost one or both parents. This trauma has created unstable socio-economic consequences that put these orphans at risk.  The orphans in this project are receiving attention through the state, which provides stipends to volunteers (i.e. the caregivers from the six centres) who are willing to provide care and to act as surrogate parents.  These volunteers work in very stressful environments and do not receive any support, besides the stipend, for the work that they do.  Thus the caregivers are a largely ignored constituency in this context. This research intends to provide at least some supportive intervention to these volunteers. The support that is envisaged is that the facilitator creates the space in which the processes of dialogue can be mediated, so as to provoke conversational exchanges, both within the safety of an optimal environment and as a constructive frame for the processing of forms of communication. The foundation of this intention is the integration of the premise of my own artistic practices towards self realisation. 
 
The caregivers should be seen in relation to their work as surrogate parents to the AIDS orphans, within the framework of their community. In particular, the intervention intends to enable participants to reflect on the relationship between their own context and the wider context of South Africa.

Of course the crisis in South Africa is not a unique one. In the words of Fritjof Capra​[13]​, we have reached a ‘crisis of transformation’ that has global implications. The overwhelming race for power, growth and consumption has alienated us, not least from our physical environment, but importantly manifesting in volatile personal traumas. Capra writes: “The loss of flexibility in a disintegrating society is accompanied by a general loss of harmony among its elements, which inevitably leads to the outbreak of social discord or disruption.” (Capra 1981:9) In this research, I am not proposing the dissolution of the artist as an autonomous individual, or as Gablik put it, Cartesian selfhood, but to recognise that the role of the artist can be reframed to accommodate a participatory, interactive orientation in society. While this is not specifically a late twentieth century phenomenon, these issues do resonate within a contemporary milieu, more specifically in South Africa.

The support that this intervention will give the selected caregivers is framed by the following assumption: It is understood that art making will afford the participants an opportunity to give a voice to their experiences, and to articulate concerns relating to their work, lives and communities.  By experiencing different materials and techniques of art making the caregivers may be afforded the opportunity to engage in a process-driven objective where dialogical engagement is valued and reflection on one’s own context is deepened.
In Long Life, Positive HIV Stories, edited by Jonathan Morgan and the Bambanai Women’s Group (2003), I have sourced from a collection of images and narratives by people living with HIV and AIDS who are situated in the communities of Cape Town. The body map paintings were initially seen to be methods of narration for the participants who had made them. They ultimately became much more than that, evolving into tools which helped the participants construct their narratives. The book itself became a participatory project, with collaboration from various sources. Lindy Solomon’s book, Creative Beginnings (2005), has also been used with reference to the body maps.

Finally, the relationship between socially engaged art and art therapy is significant as both disciplines see art making as a primary form of creative expression that has therapeutic value for both individual and social contexts. The investigation of this research is therefore judicious, extending to some degree the capacity for intervention through Art Therapy and Art Education projects in South Africa, in particular the former, which in comparison with other parts of the world is still in its infancy(ATC handbook:2006)  According to art therapist, Tessa Dalley  “Art activity provides a concrete rather than a verbal medium through which a person can achieve both conscious and unconscious expression, and can be used as a valuable agent for therapeutic change”. (1984: xii). Art does not simply record what is present in reality, but has the potential to actively create and serve as a conductor of experience.
By recognising the practice of art  as a relational modality, it is necessary to understand the context of  the art object in relation to work done by psychotherapists such as  Jacques Lacan​[14]​, who reread Freud and modified his theories by challenging his biological drive theories. He asserted that language and not biology was the signifying practice. He defined three developmental stages of importance. By the second stage, the mirrored self, denoted by the signifier ‘I’, the process of language is entered. Once identity becomes a unitary construct, language prioritizes the visual as the dominant order.

Anton Ehrenzweig, the author of the Hidden Order of Art (1967) in turn, writes of his interpretation of Lacan’s three phases of the creative process. The first phase is the projection of unconscious parts onto the picture plane; the second is the integration of this material and then the last phase is the objectification of the work, in other words, the re-introjection into the ego. In this second stage, according to Ehrenzweig, fragmentation seems to be resolved, which equips the artist with ‘projective identification’ as the work becomes a separate entity from the maker, and becomes an independent object. This ‘good’ relationship that is set up corresponds to the artist’s relationship with their work. Through this containment and integration, the ego of the artist is strengthened and supported. This supports the notion of an object relations theory which was central to the work of Melanie Klein ​[15]​ and others, which is that the image becomes the mediator between the artist and their external world. My hypothesis, however, does not rely on the emphasis of the image as the intermediary for a relational exchange, but the image nevertheless fulfils a role as a channel for expression.  

As I am invested with the multiple roles of artist, researcher, teacher and facilitator, the process that I am concerned with includes the belief in the inherent healing power of the creative process of art making.(Kramer, 2000)  As art psychotherapy is a modality that encourages a non verbal language of art, the art making paradigm that informs the hypothesis for this research model, is based on the fundamental assumption that while art can promote creative expression, it can also promote dialogue. In art therapy most practitioners take the view that the picture or the image mediates the process of dialogue as the vessel within which transformation takes place. 

In my work, the assumption is that the role of nostalgia becomes the mediating tool between my experiences and the visual language that exists. According to Joy Schaverien in The Revealing Image (1992), “The picture becomes an embodiment of the processes which operate within the individual and between the pair; or, in group work, the group.” (1992:23).David MacLagan, an art therapist in London, is cited by Waller and Dalley in their handbook, Art Therapy: a theoretical perspective (n.d.) as saying: “The picture is in between patient and therapist, and can be used as a vehicle through which many things can be said, by either party. So whether or not the picture expresses transference feelings, it can be the object of transference phenomena”. (1980:9)

To reiterate, in an art psychotherapy model, the object/picture is the conduit for transformation to take place as it becomes the mediator for transference. The facilitation of art making in the context of my research, the act of painting, like the act of telling, releases memories and associations. It is not only the image which evokes the memory, but the act of doing which jolts the memory into a present state of awareness. This might be the trigger that is needed to integrate the past experiences into the present; in other words to make manifest the internal world of the participant or artist in external present tense. 
The writing of Cassirer further enables an appreciation of the role of art as a material object which functions as a mediator of knowledge. Cassirer was influenced by Kant’s notion of schema in Critique of Pure Reason (1781). Kant argued “that the possibility of our very consciousness of ourselves is conditioned by our consciousness of an object” (Shaverien1992:11) distinguishing intuitions into pure intuitions and empirical intuitions, which unify the notion of concept and intuition: “Concepts and intuitions and the relation between them were to become the ‘twin pillars’ of Cassirer’s symbol concept.”(1992: 10) These two pillars underpin the psychodynamic theory of the art object as mediator between concept and intuition which differs from the dialogical approach that sees dialogue as relational. The materiality of this object relationship is extended to encompass the means with which the experience of that embodiment is mediated. Given that the focus of this research is dialogical, the latter becomes the means through which dialogue can be established for the process of transformation to be affected.  

In the early stages of a group interaction there can be overwhelming anxiety where, according to Yalom​[16]​, “secondary anxiety stemming from uncertainty can create more havoc than the primary disease.” The shift between a verbal dialogue and the non verbal domain of art making (in a psychosocial sense) can initially be intimidating and as Wadeson (1987:143) in Waller asserts “art making may give rise to “performance fear” which can result in feelings of vulnerability” (1987:37). I believe that the integration of a ‘safe’ verbal and the non verbal mode, if successfully integrated, can be the most cathartic way of dealing with such anxieties. The symbolic relationship of the image as metaphor may initially be a better or safer conduit for articulation but ultimately could trigger aspects of dialogue that have previously not been able to be effectively communicated.

Encounters of the shared kind
In this section I will be locating my research project within the context of a local field, and at the same time it is necessary to distinguish it as different from the two that I have identified in the following paragraphs.
Some work has been done on the therapeutic value of art in contexts in which society has been, or remains, traumatised as is the case in South African art therapy programmes, such as the Art Therapy Centre (ATC) which was established in 1993 to offer healing in a social context where trauma counselling was needed. The ATC became a registered Non-Governmental Organisation in 2003 and has since expanded its links with a wide range of training and service organisations and institutions where sustainable art therapy services are provided to under-resourced areas in South Africa. The ATC also facilitates art counselling projects with children at risk and educators at Ekurhuheleni. The training programmes offered emphasise community art counselling rather than an art therapy model. The ATC is a relatively new initiative that is involved in numerous projects on the East Rand. Given this, the ATC is a crucial partner for my study since it proposes to address the need for the support of women who are responsible for the care of orphaned children.

Other work of significance has been undertaken in which artists facilitate and direct such programmes: artists in schools, enrichment projects, institutions in a corporate context, public art or publications which are not the same in terms of process and outcomes. There are some organisations that support the community through art initiatives. One such environment is the CDP (Curriculum Development Project), a Non Governmental Organisation women’s focus group, specifically the Tsogang Basadi Project​[17]​, which is in its third year of operation and functions as a model of creative intervention amongst women who are victims of domestic violence. Although this project is not a collaborative initiative, they do focus on art making utilising transferable skills which can be introduced into the community and the marketplace, by building support systems with the help of a facilitator. Another local arts initiative that has a collaborative role in the community is the Joubert Park Project, a non profit initiative in Joubert Park, in downtown Johannesburg. The aim of this initiative is to support the local community and allow it to act as forms of expression for the members of this community, by promoting social and cultural dialogue and engaging in the transformation of the inner city. According to the Joubert Park Project (JPP) website, their aim is to critically engage with art debates and practices and to promote creative production with artists. 

A number of residency programmes in Johannesburg have also been implemented where exchanges between community members and a visiting artist have taken place. One such event is described in the Mail and Guardian by Anthea Buys​[18]​:

‘”Now based at the Drill Hall, home to the Keleketla! Library, Winkler continues his interest in collapsing public cultural boundaries by setting loose the “Keleketla Mobile Library” on the streets of Joubert Park. The library, run by Bettina Malcomess and Dorothee Kreutzfeldt, is intended to promote literacy among youth living in the area. In keeping with this aim, Winkler appended wheels to a bookcase and began to cart it through Joubert Park with a small group of supporting performers. “The public responded really well,” he said at a lecture he gave at the Goethe-Institute recently. “People were taking books and reading aloud in the street ... some were singing and dancing.” 





An appropriate example of shared encounter from a European location is one that is cited by Grant Kester in Conversation Pieces (2004) in a project set up by the Austrian arts collective, WochenKlausur, as part of an intervention in drug policy. WochenKlausur brought together a group of respectable members of the community from Zurich to have a face to face conversation with drug addicted women who had turned to prostitution to support their habit, and as a result had become homeless and stigmatised by their circumstances. WockenKlausur mobilised to form dozens of “floating dialogues involving almost sixty key figures from Zurich’s political, journalistic and activist communities”. (2004:2) Boats were set up to sail on Lake Zurich as a neutral place for “concrete intervention” to take place without the contrivances of their individual status interfering with preconceived rhetoric. As a result of the successful intervention practices the women now have permanent funding for housing.

Another example, also from Kester’s Conversation Pieces, is that of the ‘socially interactive’ work of Stephen Willats, a London based artist who has been working with a collaborative and dialogical model of art practice since the 1960’s. His particular concern is the conditions under which inhabitants of public housing have to live and to
 “acknowledge and honour a process of autonomous decision making and self-reflection among communities that are typically treated by the state and private sector as a kind of inert raw material to be variously processed and regulated, both spatially, in the architecture of state-subsidised housing, and ideologically, through the mechanisms of consumer society.”(2004:91)

Willats writes: “My practice is about representing the potential self-organising richness of people within a reductive culture of objects and possessions……I see this as a kind of cultural struggle.” (ibid)​[19]​ This could resonate for many displaced people in South Africa in the current climate of so-called xenophobia in which thousands of refugees and immigrants from various parts of Africa have been victimised and forced to flee their homes. Willats has argued for a collaborative exchange using image and text in the form of signage to mediate and affect responses towards the expression of some autonomy for the residents of these austere housing estates.
These projects not only encourage interaction rather than intervention, but also involve intensive dialogical practices related to the discourses of art.








The methodology for this research enquiry is based on Action Research. The use of Action Research in this study should be seen in the context of creative dialogical encounters where art making becomes a means of emotional support for the recipients, rather than in relation to a psychodynamic model. Although group art activity undertaken in a formal setting in the presence of a facilitator is different to autonomous image making, I did not define this process in terms of that given, but made available the resources for the recipients - in this case the caregivers - to construct their own experiences and understandings of social reality through visual modalities.

Action Research in the framework of this investigation is an emancipatory inquiry situating it within a praxis oriented research paradigm, supported by my dual role of artist and facilitator/teacher. This model differs quantitatively involving “the researched in a democratised process of enquiry characterised by negotiation, reciprocity and empowerment.” (Lather, 1994: 263) The methodology of this Action Research is practitioner based. Given that Action Research has operated historically from an apolitical stance, this research focuses on techniques of enquiry that are cognisant of difference; hence, creating the conditions for an emancipatory process. “An emancipatory social research calls for empowering approaches to research whereby both researcher and researched become, in the words of feminist singer- poet Chris Williamson, ‘the changer and the changed.’ (1994: 263) Empirical research offers a powerful opportunity for praxis to the extent that the research process enables the research participants to develop the tools for change by encouraging self- reflection, and the development of a better insight into their circumstances. Parallel to this notion is the ennoblement of my own practices, both in terms of being the researcher and as an artist, so that I might also be able to act on my own capacity for transformation. By situating myself as part of the relational sphere within the facilitation of this research modality, I am endorsing a model of inclusion and in the words of Jacques Ranciere, reinforcing a “neutralisation of hierarchies” by suggesting that we should “turn the spectator into a conscious agent in the transformation of the world.” (Ranciere, 2006: 83). I am suggesting that not only does this practice of dialogical aesthetics offer the opportunity for personal reflection for the participants of this research enquiry, but the dynamics of the facilitation can contribute towards the absolution of hierarchical boundaries.  Action Research is a form of collective self-reflective investigation, undertaken to define the integrity and understanding of those practices and the situations wherein the experience occurs. My stance from the capacity of artist seeks to redress the hegemony with which interventionist practices comply. 

Although the research convention for Action Research is generally located in a formal educational setting, the principles of this research paradigm are nonetheless still relevant to non-formal settings. This is because the frame that it provides creates the capacity for praxis. According to the PAR (Participatory Research) model, praxis addresses the socio-economic activities of the community and acts on conditions to create change in an unbiased reflexive way.

Action Research proposes four main steps: planning, acting, observing and reflecting - these steps are seen to operate in ongoing spirals, such that each spiral of intervention is informed by the insights gained from previous spirals of intervention. In this way Action Research allows for praxis and claims to lead to critical and creative changes in ones practice through cycles of ongoing reflection.

Lather focuses on the three issues relevant to emancipatory research: 1) the question of validity for research of this type; 2) the position of dialectical theory building versus theoretical imposition and 3), the need for reciprocity. With the re-conceptualisation of validity, the criterion of data credibility needs to be reframed so that new research designs meet self-reflectivity demands. There also needs to be reciprocity between data and theory. It is important in this post-positivist framework for theory that stems from context-embedded data to keep preconceptions from influencing research results. 

Lastly and importantly, the principles of reciprocity are key concerns. Embedded in this concept is the notion that for a mutuality of trust to exist between the researcher and the researched, a collaborative interviewing and interactive research model needs to be implemented. Lather points out that “the creation of emancipatory theory is a dialogic enterprise.” As Comstock (1982) argues, “dialogic education is integral to every research programme which treats subjects as active agents instead of objectifying them and reifying their social conditions.”(1992:265). This Action Research approach ensures that the researcher does not impose a biased meaning onto the participant. Lather further states that “the goal of emancipatory research is to encourage self-reflection and deeper understanding on the part of the person being researched, at least as much as it is to generate empirically grounded theoretical knowledge.” 

With consideration to the application of the Action Research model, purpose needs to be separated from process within the context of art as production.  Although the role of facilitator can aid the production of art objects without obvious intervention on the one hand, but “must try to preserve contact with the real dynamic which is the gradual process of transformation”​[20]​ through reflective dialogues and consequently achieve a process-driven objective. 
As I have stated, my approach in this research project has not been to impose standardised art therapy practices onto my research, but rather to create a holding environment through which certain creative methods were enacted.  In doing this I have used certain art therapy strategies to integrate my project into a larger process of social intervention and transformation. I have drawn on art processes where it is perceived to have a therapeutic value. There are however, a number of alternative definitions and perspectives relating to art therapy as practice and I have chosen to identify some of them to help support some of my processes.

The principles of ‘art therapy’, as defined by the professionals, are based on the knowledge that anyone has a latent capacity to project their inner conflicts into visual form. To avoid the risk of positing an essentialist argument, this point should be qualified from a personal perspective.
Western notions of discourse have impacted on South Africa, as colonialist thinkers have served to endorse an ideologically autonomous universe. The crucial aspect of identity has been historically perpetuated by generalising ‘otherness’ without acknowledging the need for accessible education. With this in mind it is necessary to moderate the utterances made by many European and American professionals, and to situate this research in an appropriate context. Many people in South Africa have not and will never have, access to the facilities that have been taken for granted by so many.  
Margaret Naumberg is considered to have been the primary founder of art therapy in the U.S.A. initially referring to ‘ free art expression’, and stressing the importance of free association, rather than art therapy, and seeming to view the art activity and art objects as concrete versions of a dream. “As patients picture such inner experiences, it frequently happens that they become verbally articulate” (monograph, 1947) Later, in 1958, Naumberg offered the following definition of art therapy as: “ The process of art therapy is based on the recognition that man’s most fundamental thoughts and feelings, derived from the unconscious, reach expression in images rather than in words.”(1958: 511) The other important contributor to the art therapy model was Edith Kramer who expressed the importance of art activity as a healing process in itself. Kramer considered “that engaging in the art making process gave an opportunity to externalise, re-experience and resolve conflicting feelings.” (Kramer, (1980:9) as cited by Waller and Dalley in Art Therapy: a Handbook (1992).  Kramer placed great importance on the value of the object and felt that free play needed to be controlled within the therapeutic environment.

The British Art Therapy Association (BAAT) agreed on the following definition which was used in a document entitled, Artists and Art Therapists: a brief discussion of hospitals, clinics, special schools and in the community (1989:5)

“The focus of art therapy is the image, and the process involves a transaction between the creator (the patient), the artifact and the therapist. As in all therapy, bringing unconscious feelings to a conscious level and thereafter exploring them holds true for Art Therapy, but here the richness of artistic symbol and metaphor illuminates the process….Aesthetic standards are of little importance in the context of Art Therapy- rather the expression and condensation of unconscious feelings that art making engenders are at the heart of the therapeutic transaction.” (1989:5)

However, an alternative definition is offered by art therapists (endorsed by BAAT):
“Art therapy is a form of therapy in which the making of visual images (paintings, drawings, models, etc.) in the presence of a qualified art therapist contributes towards externalisation of thoughts and feelings, which may otherwise remain unexpressed. The images may have a diagnostic as well as a therapeutic function, in that they provide the patient and the therapist with a visible record of the session, and give indicators for further treatment. Art therapists may work with the transference - that is, the feelings from the past which are projected onto the therapist in the session. Such feelings are usually contained by the art work, and this enables resolution to take place indirectly if necessary.”(Dalley and Waller 1992: 4-5)

Reflective relations
Shaun McNiff writes: “Reflection on experience suggests that life is an interactive process and ongoing dialogue between perspectives, a global and personal ecology between many participants. This principle applies to our relations with other people and other cultures as well as images.” 2004:83) McNiff further cites David Linge ​[21]​ who suggests that understanding comes from when we realise that we are in dialogue with the world, when the interpreter learns how to open the image or gesture by “listening to it and allowing it to assert its viewpoint.”(ibid) Discursive experience is 













Caregiver Project and Application

This research adheres to the importance of making art in the context of a safe environment bound by certain rules to be maintained in a given space. The model for the focus group was developed from an interactive system of a group process, gleaned largely from art therapy models and informed by my own practice as an artist.

The task of interpreting the art works made during these sessions is an invidious one. Although the images may be regarded as connotive of the participants’ experiences, the complexity of the imagery in relation to the context might unconsciously be bypassed in order to create a constructed meaning. To avoid an imposed meaning by the viewer, it is mandatory that both the process of image making and its concomitant verbal response is given the appropriate space. In saying this, I am aware that the criteria for the modes of aesthetic subjectivity are not necessarily the same for the caregivers work as they would be for mine. Although I have positioned their work in relation to my own, I believe that the principles of creative engagement are different. The theoretical underpinning in both paradigms of art making, support a relational engagement, but it is a semantic misnomer to apply similar aesthetic standards to both bodies of work. While I can position my work through the prism of subjective autonomy and can claim authorship for its narrational trajectory, the work of the caregivers is defined by a different framework. In writing this component of the research, I am aware that the overarching terms for critical writing differ from the language that underpins the theoretical module of this chapter of my research. Aesthetic standards have traditionally been applied, as Ranciere has said in an interview with Hallward, 
“from a rule-bound conception of art preoccupied with matching any given object with its appropriate form of representation (the basis for a secure distinction of art from non-art) to a regime of art which, in the absence of representational norms, embraces the endless confusion of art and non-art.” (193:2003)​[23]​

In the context of the art making paradigm of this research project however, it is necessary to see art making in the framework of the environment in which it was made. 

Research Site
The study for this research was conducted at a centre in Ekhurheleni, identified by the Gauteng Department of Education on the East Rand in Gauteng. The research participants met every Thursday morning from 9h 00 to 11h 00. This took place between the 28th July and the 2nd December 2005, with a break during the school holidays. This amounted to a fifteen session programme. The venue for the research programme was located for its easily accessible journey, and the participants travelled from their various centres to the research site by public transport funded by the Gauteng Department of Education (GDE). On occasion public transport was unreliable but constructive dialogue emerged from the frustrations of arriving late to the venue. 

Research Participants
The research participants in this study were identified through the Art Therapy Centre in Johannesburg.  My proviso for the selection of the participants was that they be women who had been exposed to socio-economic hardships, and as a result might be emotionally compromised by their roles in their communities. The original selection consisted of 8 women who worked primarily as volunteers in four care centres. This grew to a complement of 12 women drawn from six centres. They ranged in age from 23 to 50 years; all the women were mothers, and 6 of the women were married. They were each responsible for between 30 and 60 children in their respective care facilities where they acted as surrogate parents on a daily basis. The daily activities for the caregivers comprised of bathing, feeding and doing homework with the orphans. Many of these children had lost both parents to AIDS and had no additional emotional support other than the sustenance and care that was given from the caregivers. The group of caregivers was invited to participate in the project, consent forms were made available, in both English and Zulu, and I personally informed them about the practices of data capturing. The names and identities of the caregivers in this report have been changed to protect their privacy.

Intervention and Practice
Although I had a specific framework of exercises from which to draw, the methods of intervention I employed recognised collaboration and interdependence as part of the broader aims of this research. As this project has an action research application, each session reflects the effects of the creative engagement. In each session the art making practice was formulated in such a way as to encourage the pictorial expression of inner experiences, and to recognise that creative applications could promote dialogue. I chose not to plan each session too far in advance as I anticipated that the outcomes from the previous session would inform the interventions for the next one. It was hoped that the creative practices would encourage a synthesis between the inner subjective world of the caregiver and the manifestation of the art process creating a relational encounter, supporting the possibility for dialogue to exist.

The question of community practice requires an understanding of the meaning of community in the context of a collective and collaborative ideology. “Collective work,” according to Okwui Enwezor “complicates further modernism’s idealisation of the artwork as the unique object of individual creativity. In collective work we witness the simultaneous aporia of artwork and artist.”(2007: 223) Enwezor argues that collective work in an art context is essentially political due to its shared practice of collaboration. He writes: “If we look back historically, collectives tend to emerge during periods of crisis, in moments of social upheaval and political uncertainty within society. “(ibid: 223). Jean –Luc Nancy asserts, in The Inoperative Community​[24]​, that our identities are always in negotiation through our encounters with others, while Kester notes that 
“Community art projects are often centred on an exchange between an artist (who is viewed as creatively, intellectually, financially and institutionally empowered) and a given subject who is defined a priori as in need of empowerment or access to creative/ expressive skills.”(2004:78)
 Thus ‘community’ is seen as different from the artist. Kester comments that underpinning the principles of empowerment for dis-enfranchised community members is the Victorian model, which sees itself as superior to people affected by alternative systems of morality. This emphasises the importance of acknowledging differences in identity and reconfiguring ourselves as “co-participants in the transformation of both self and society.”(2004:79)

Group psychotherapy was developed in 1942 during the Second World War when Wilfred Bion from the Tavistock Clinic in London rehabilitated traumatised soldiers of war, in order that they could return to the army. He used ‘group dynamics’ to ease tensions for the soldiers and to help them cope with difficult circumstances. His theory was further developed by Kurt Lewin, amongst others, in the U.S.A., who proposed that an individual’s personal dynamics are bound up with their social conditions. His theory propounded that a group psychotherapy model could challenge the prevailing status quo by setting up an intimate group setting for transformation to take place.

A cohesive group composition can act as the framework for the participants to explore and develop their own issues, signifying the prospect of an enhanced level of trust and improved social skills. Group interaction also allows for a different set of insights to occur. In this sense the participant might not have identified their own feelings whilst someone else’s experiences could have emotional resonance for them. Irving Yalom emphasized two concepts: “a) the group as a social microcosm and b) the corrective emotional experience.”(Waller 1993:26) By identifying with each other and observing reflective behaviour, social change is possible. Shaun McNiff speaks of “the principles of simultaneity, in which solitary activities of the visual arts are accompanied by the parallel creation of others.” (2004: 4) Bearing witness to each other can help the process of expression both verbally and non- verbally. Transference can occur with the interaction of the group and the image/object, creating a reciprocal action for interaction to become the agent for change. Transference, in a therapeutic sense, refers to the process by which a person displaces feelings on to someone else, which were originally felt in relation to previous people in their life. The artwork can also act as an embodiment of thoughts and feelings from the past.
.
Groups also provide a structure which is often less threatening than individual therapy and this is a crucial aspect within which dialogue can occur. The interaction does not just involve the triad of participant, image and facilitator, but also includes, centrally, the other participants in the group. This is especially so since the participants share not only a similar vernacular and geography, but can also be united by an analogous history.


My initial intentions were to run two eight-week sessions with the focus group to take place during the prescribed Gauteng school terms, with a long school holiday between each segment of time. Due to a holiday in the second semester, one session was cancelled, giving me 15 sessions to investigate the study for my research. Each session was designed to be two hours long, as work constraints for the caregivers limited the time that they were available. The content was based on a loosely designed programme of art making schema incorporating theme-based exercises as well as less directive applications.

It was necessary before the commencement of the first session to take into account a number of practical considerations. As my personal commitment involves the practice of visual art, a range in the choice of materials needed to be made available to the caregivers. It was also important that the assumption about the manipulation of materials be dealt with in a sensitive way. I brought a selection of materials, ranging from tins of shoe polish, paint, ink, clay, glue, to pencils and paper and demonstrated to the caregivers the use the materials as if they were being introduced to new media. All these materials were stored in the facility at the Ekhurheleni centre.

The interactions of the participants were recorded by means of video, photographic and written transcripts. I will show how I achieved results through the capture of data, which has been collected and analysed according to the action research model. The data was transcribed for purposes of analysis. Whilst I am aware of the specific research procedures involved in capturing data, I did not adopt one such procedure as my research not only involves standard data capture, but incorporates in situ assessments - for example, the visual performance of the participants whereby my position as an artist and facilitator re-visions my role as co-participant in the creative process. I am not an art therapist whose primary function is to observe the healing potential of art, imbuing the relationship to the therapist as being the ground from which the image might emerge. As a facilitator my alliance with the caregivers was to encourage a dynamic assimilation between the image, the participant and the dialogue that emerged from this interface.

At the start of the first session with the caregivers I introduced myself and clarified my intended investigation. I explained to the caregivers that my research enquiry would encompass the pivotal role that art plays in our lives, and that my intention would be to explore with them whether it is a useful tool towards forms of expression.  I also invited the caregivers to draw up a contract that would be binding for us all. It was agreed that the contract would encompass issues such as confidentiality and respect. It was also necessary to find consensus on tea break times. We devised a time frame in which to manage our sessions with a brief introduction around theme, the art making activity time of one hour, and a time thereafter for tea and reflection. I have attached both a copy of the English and Zulu consent forms to this dissertation.

Although I have captured the events and data for each session, I have chosen not to transcribe every creative and verbal engagement that took place. I have isolated interactions and presented the images of a selection of events from each session that I felt was reflective of those processes that took place.

The sessions
Since the context of this research is located within a volatile landscape in which social and economic variables could define a creative outcome, the art making directives to the caregivers were prepared with an understanding that certain materials and principles would be unfamiliar, given that most of the participants had no previous experience of art instruction.





THE FIRST SESSION 
In the first session (28th July, 2005) there were initially only 11 participants in the group who are identified below. I have listed the pseudonym of the caregiver with their responses and expectations from the outcomes of this session in the following classification. The italics are verbatim quotes: 
In this session of the programme I suggested that the caregivers make images using a visual language to reflect a sense of their own identity both in terms of the present and the future.

1) Rose is a 50 year old married mother of four children living in Katlehong and sees this process of art making as a healing therapy. She has “many bottled up issues”. She is confident that she will be ‘helped’ in this context with the solutions to her problems.
The first image she created consisted of a decorated house which has “strong foundations with a high wall and an open door, making it accessible. The windows are transparent and there is manageable security.”

2) Thembie is a 25 year old single mother of one child and still lives at home in Thokoza. She is not sure of her expectations, but is keen to engage in the processes. 
Thembie created an image of a tree which for her is bright and beautiful, a hopeful, happy image.

3) Dorothy is 24, has one child and lives at home. She is from Vosloorus. She feels that she is an introvert and expects the art making processes to be helpful to her in the expression of her feelings.
The image that Dorothy created came about after she had attempted to work with clay. She then decided that she would rather paint an image of the South African flag explaining her love of South Africa. 

4) Priscilla is from Katlehong and is married with four children. She said she feels strong.
Her image was a competent painting of clay pots that she said was symbolic of her two sons and two daughters with the largest pot emblematic of herself.

5) Edith is from Thokoza and is a single parent with two children. She feels the process will help her grow and give her something to build on.
Her image of a house was very simple with no embellishments, two windows on the side and no door. She feels that “the empty house represents me entirely.”

 6) Julia is from Thembisa and is married with four sons. She explained that she is very eager to create images as she enjoys drawing.
Her painting consisted of a rural scene with a mud hut while in the centre a man cooks the meal in a pot at a fire. Julia’s interpretation of the picture recognised a utopian ideal, principally as the depiction of the man was engaged in domestic responsibilities.

7) Lebogang is a single mother of a young daughter and lives in Vosloorus. She acknowledged that she enjoys art making.
She painted a beautiful representation of decorative pots, which she explained symbolised a cultural view of South Africa. She clarified this by saying that the textures and the patterns on the pots were very decorative, but there was nothing inside.

8) Thandie is a married mother of one child and lives in Thembisa. She loves art and feels it is also important to educate her child with art.
She created a weather chart which she would use to teach her child how to look at the different weather conditions.

9) Beatrice lives in Thembisa and is married with two children. She feels happy about the idea of getting together to be in the project.
She painted a person with large ears (which she said meant that she was a good listener), standing in a natural landscape.

10) Angela lives in Thembisa and has one child. She feels happy and excited to be involved with the project.
She painted a lovely house in a cross section and depicted her and her daughter eating breakfast in the downstairs room. She wants to live in a large house and thus included five rooms in her painting.

11) Sarah who comes from Vosloorus, and is married with two sons, depicted a beautiful woman with a walking stick which she said represents her grandmother who will live to an old age. Sarah sees so many young people dying that don’t get to such an old age. She was the only participant who has been on an art therapy workshop presented by a counsellor from the Art Therapy Centre.





Session two began with a listening exercise based on the principles of co-counselling. Co-counselling is a method adopted from Harvey Jackins, an American who had adapted the doctrine of this philosophy, which was partly derived from L. Ron Hubbard’s Dianetics​[25]​.    It is essentially a form of reciprocal peer counselling in which two people pair up to form a partnership of support. It is not a psychodynamic model, but some aspects have psychotherapeutic properties. In this sense it does enable change to take place.  Each participant has the opportunity to listen while the other talks and then reverses the role to allow for equal participation. The basic theory of co-counselling is that emotional pain interferes with the inherent good of the individual, and through a process of ‘emotional discharge’, as it is referred to by co-counsellors, “ occluded intelligence re-awakens”​[26]​(2008-08-05:2). My particular emphasis focuses on the importance of learning to listen to one’s co- participants and to allow for a form of transparency which helps to empower the participant through supportive attention. Adrian Piper, a performance artist, as cited in Kester, uses a term called “modal imagination” (Kester’s italics, 2004: 77) to engage compassionately with others. This point will be further addressed in this chapter.

One extra person arrived to join the group, Bongi, from Thembisa, a single mother with one child, bringing the complement of caregivers to 12.

I suggested in this session that the caregivers create images from the feelings that arose from the listening experience, and contrast them with feelings of frustration that they might have experienced in a work context. Initially, they were unable to access these sensations; the work remained bland until one caregiver began to weep which acted as a trigger for a (collectively) registered consciousness. As the conceptual understanding of the work deepened, what was beginning to emerge was that the experience allowed for a meaningful discursive interchange. The caregivers became relaxed and forthcoming about expressing emotional issues, especially since my presence might initially have caused some inhibition.




The arrangement of the tables needed to be resolved before the art making process began. Having identified a need for change from the previous session, the impetus for this session involved a similar process as they were encouraged to approach the issue collectively. An intervention model by Wochenklausur, which I have discussed in chapter one page 19, called Intervention in a School, (1995-1996) engaged in a similar process where a classroom needed to be redesigned. Through interaction with the students, the classroom requirements were adjusted to meet the needs of the students. The caregivers actively engaged with this issue by reaching a consensus that met their own needs by rearranging the tables and chairs in the room.
In this session, the focus was on the making of a mandala, and I suggested the use of shoe polish as a medium. Shoe polish is not a traditional art material, but is considered an accessible material that could be used in an alternative way for the transfer of skills back into the community. 
Mandala is a Sanskrit word for circle, community and connection. The mandala is a closed circle, the symbol for eternal continuity and in some cultures, such as Hinduism, it has sacred connotations. In Buddhism the mandala is a painting based on concentric rings, which for the monks, serves as a focus for meditation and as symbolic representation of nirvana. In popular religion the mandala is often the focus of worship. The circle is a popular motif in Zen art, which emphasises enlightenment through meditation and contemplation. It represents the entire universe in a single perfect stroke. The act of doing, in this instance, the mandala, is meditative and allows for reflection and often, resolution. The image below on the left shows a participant creating the beginning of her circle while the one on the right reveals the start of another circle made with black shoe polish.


                               
Making mandalas

The dialogue that emerged from the mandala exercise elicited significant exchange and it prefigured the foundation for an interactive engagement around personal uncertainties and insecurities. By this session some participants were expressing their frustration over the overwhelming demands made by the needs of the orphans entrusted in their care. Other group members identified feelings of being used in their capacities as volunteers. These dialogues provided a forum to reposition their fixed identities through their interaction with others in the group, and at the same time develop a collective identification, thereby reconfiguring the group. When another caregiver drew unsettling images of cut-off penises, expressing her outrage at hearing of children in care that had been raped, the responses elicited a new empathic recognition. The comments that follow are a selection of these engagements, as well as some comments which I have summarised from their quotes.

Rose began the discussion by expressing irritation at her own preoccupation with her inability to give unconditionally, which was reflected in her drawing showing children being separated from her. She admitted that she felt anger and frustration at her inability to be a constant reservoir of love. Dorothy drew a mandala that was covered with barbed wire, and on the outside of the circle she depicted a drawing of a heart. She said she often felt used and was not able to learn from her mistakes as she felt that she was too kind, so as a result needed to learn how to protect herself from hurt and forms of abuse. 

Edith created a circle with jagged lines radiating from its circumference saying that her friend died the previous Saturday of AIDS, and wept while she told us of her pain.
Sarah showed us her image which was disturbing in its image of cut-off penises, telling us of so many children that had been raped. She said that they must cut the penises off as punishment. “The rape is painful, as if it were my own children. Small children [experience this], I’m feeling painful, the children are damaged and HIV+”.

Thembie cut out a face from a magazine in a jagged circle and glued it to her mandala. She revealed to the group that she presents a happy facade to mask her true feelings, and that she is unable to cry. She said that she feels sad, but cannot express it. “I feel bad all the time” and admitted that she has bottled up her feelings. “I don’t cry, I try but I can’t, but I don’t understand, I just feel so sad all the time. Maybe whenever something happens I can’t deal with it.”

Julia too admitted that she could not confront difficulty, and drew the sun in her circle with many radiating arrows emanating from its centre which had a road drawn on it. “Sometimes life is not fair.”

On the other hand Beatrice confidently drew a face in her mandala, expressively using shoe polish and on a second piece of paper collaged a face of a woman wearing winter scarf and hat, depicting the luxuriousness of the textiles, alluding to the comfort of material wealth and physical warmth or the lack thereof. “I wish my life was like this. I don’t have this warmth in my family”. 

The insularity and prejudice that Julia expressed from her community triggered empathy in the group. “Sometimes we can’t deal with certain people and then I ask how to deal with them. They think I am stupid and I don’t care but I just pretend that it’s all okay. I rather stay away until I cool down, that’s why there is a question mark.” Priscilla spoke of her frustration at the facility where she worked as a caregiver, saying that she needed advice and support and none was forthcoming. She drew stones to represent this frustration. Thandie drew an HIV ribbon saying “I want people to know that I love them, no matter what other people say.”






Dorothy’s suggestion that we open with prayer each week introduced a new dimension to the sessions, shifting the status of the participants by claiming the space in which we were located. This set the precedent for weekly singing at the start and end of each session.
I used visualisation for this session, guiding the caregivers through an imaginary landscape where the caregivers could evoke certain memories. I feel it is necessary to start with some form of relaxation to increase the effectiveness of the visualisation. I began by introducing a narrative of events, introducing visual images to evoke personal explorations through the memories that were triggered. The journey culminated in the visualisation of a gift and the return through the cave and back to the surface, concluding in the safe arrival back into the room. This kind of visualisation has a narrative which is grounded in art therapy literature. Marion Liebmann uses visualisation in her book, Art Therapy for Groups (1986). I then asked that they paint an aspect of their visualisation. The intention of the visualisation was to allow for free association. The results of this process revealed alternative forms of image making, marked by a new level of exploration.

 Below are two examples from this session - the one on the left represents a tissue- collaged Shangaan woman made by Thandie, while the image on the right made by Beatrice is the gift that she had imagined from the exercise. Inside the box was hope.


                 
Images made with tissue paper that related to session 4

SESSION FIVE
The significant feature of session five marked a shift in the framework for trust to take place, and raised an important issue pertaining to the conditions for exchange. When we arrived at the centre the room that had been available to us was being used by another group. This caused a fair amount of stress in the caregiver group provoking concern from me for the upholding of projects like these. I felt that the disregard for the caregivers’ space represented a lack of commitment from the organisation who had supplied the room. We decided to remain in the room allocated to us for this session, but the experience of the session for all was unsatisfactory. 









Prior to the next meeting of the caregivers, the taxi wars​[27]​ had flared up in the district. This seemed to highlight the inadequate conditions in which many caregivers felt they lived their lives. 
The feelings of displacement experienced the previous week precipitated the art making processes for this session, although the discussion that had been elicited from the experience had given the caregivers the opportunity to compare the lack of security they had felt  with the insecurity that the children in their care might feel. The engagement with art making opened up the channels for discursive engagement, with the narration of their own experiences. I had bought big sheets of white paper and asked them to draw silhouettes of their heads and shoulders. The format was based on parts of the body, the inside containing negative aspects, while the outer area represented projected improved conditions.

The three images below show the expressive qualities that were conveyed. The image on the left made by Edith provoked a strong response from her with the explanation that “People are getting sick all the time and the killing, is by greedy people.” She spoke of negative people who were quick to judge others. The outside section of her image reflected a happiness which she defined by saying that “No matter what, there is life.”  Hundreds of faces fill the space outside of the silhouette.  The silhouette on the right made by Bongi shows people in hospital, with particular reference to her nephew who is HIV+. The chair in the painting is symbolic of the future, as she has the dream of becoming a nurse and healing others. The heart and the light in the outside area are symbolic of love and the potential for healing. The middle painting by Rose indicates her myriad of problems in contrast with the cool green that has been painted in the body of the image, reflected for her the potential for the power of healing. 
                
Silhouette images

SESSION SEVEN  
Until session six images pertaining to hope were still being made, but by session seven the images and their ensuing reactions had become more emotive. This was confirmed by a new level of enthusiasm and commitment to the explorations in the art making processes, expressed through their animated verbal responses. I had brought newspaper, string, paper, and glue and suggested that we tear, glue, collage, wrap and manipulate the materials. I did make some preliminary suggestions but preferred that the previous sessions would link relationally to this one. The visual effects took on a new meaning as this exercise elicited further verbal dialogue. Thembie made a “box into which all her stress will go” while Bongi took a pair of scissors to all her “problems” and cut them up. Priscilla made a doll which she bound tightly with string, saying that they were chains. Lebo cut out a doll which was her detached and unavailable mother, while Beatrice vented her anger at the taxi wars that were occurring with regularly in the community, frustrated at her enforced poverty and wishing to have her own transport. Money became a topic of conversation and the issue of poor earnings as caregivers caused heated dialogue. In retrospect, I had an expectation that a dialogical engagement would precipitate some kind of transformative role for them; however, I felt that they had imbued me with curative properties, helping to catalyse their creative processes. I realised that the inevitable boundaries between social and cultural difference is a challenge in projects in which there is a divide between the artist who has the skills and the resources, and the subject who does not. The way this issue transpired was that the participants felt that I would hold the key to job opportunities and could help with other resolutions, because I held the particular knowledge of skills. Although this degree of privilege highlighted our differences, it helped with catalysing our understanding of each other. Through these kinds of interactions with each other we were able to gain insights into each others lives.

SESSION EIGHT
By session eight the caregivers had begun to address the lack of acknowledgement from their work environment and within their communities. Hope and acceptance had given way to anger and disappointment. They began expressing feelings of invalidation and inadequacy by not only their work supervisors, but also by there own community members. The caregivers voiced feelings of despair that they were attenuated by the demands of parenting, both their own children and the AIDS orphans without emotional reciprocity. They had begun to identify the significance of creative engagement and to define that in terms of their own authority. The markers of this realisation were manifest in the causal relationship that was developing between the simultaneous process of art making and the ensuing dialogues. While the participants engaged in their paper constructions, boundaries between making and talking were dissolving.
 I suggested for this session that they create a work in response to those feelings, and to create a collaborative piece. They collectively decided to make a box in which each participant would make something that could be placed into it. The images that were made the previous week from newspaper and string and other binding materials were added to, and used as their offerings to the box. I also felt it was important to find a place to metaphorically store the authority that they were beginning to manifest. I felt that in order that there may be some cohesion from the processes of the previous sessions, the caregivers needed to unite the images in a suitable collaborative exercise for this session. The images they made as mediating objects, forged a cohesion that proved to be cathartic and gave them a new voice to articulate their feelings of inadequacy. The perception of bearing witness provided the impetus needed for dialogue. 
The significance of containment and the effects that had on the group became essential issues to be addressed. The following week would be the start of the school holidays, which would be a three week break; I felt it necessary to endorse the progress that the caregivers had made in terms of the development of their verbal and visual power since we had initially met, and to have some form of closure until we would meet again. I asked them to tell me what had been the biggest issues raised over the last seven sessions. A common grievance was the lack of acknowledgement from their work environment, and the disdain they felt from their community members. They felt unsupported and unvalidated by the community as well as their family members. This issue became a regular objection until the end of the year. Their anger was levelled at their community for their lack of respect aimed at its unrealistic perceptions of the roles that the caregivers had in the community as volunteer workers. A comment from Dorothy: “If we die tomorrow we will be replaced.”

Another pressing concern for them was their attenuated role of parenting .This applied to the children, orphans and their own siblings. They felt that the giving outweighed any receiving.
I suggested that they reflect on the important work they had done for their communities, and create something with those thoughts in mind.
It was decided that a collaborative work would be a fitting conclusion to the term.
Initially there was little cohesion, but they developed a purpose and decided to create a box in which all the images from the previous week could be stored as well as creating new images.
Following these conversations, the key issues for me to identify at this point in relation to the group were around questions of safety and leadership.
Thembie created a paper heart to put into the box saying that what she had discovered was how much love she had and how that was tied up with feelings of forgiveness and peacefulness.
Julia created ropes and then cut them up, saying how much better she felt being part of this community of caregivers and being able to share.






     
          
These images were taken from the collaborative exercise

SESSION NINE
This was the start of the second module of the research programme after a three week school break. Sarah told us that a child at her centre had died. I decided not to impose a theme based directive, and to rather encourage independent art making. The caregivers had no hesitation in conceiving images and each caregiver chose to work with the materials that they felt most comfortable with. 


                       This image came about after the discussion of the death of a child 

SESSION TEN
Rose said:” A healthy mind needs healthy food and a healthy environment.” She made a house with a big garden and a calabash and water, saying that water is necessary for self- sufficiency for the community, saying that her door to her house is always open and accessible. Priscilla made a bible saying that she reads the bible when she feels angry.
Sarah made a candle and a basket wanting to put our problems of the group into the basket and use the candle to brighten our lives.






SESSIONS ELEVEN TO FIFTEEN
At the start of Session eleven caregivers were introduced to body maps. I asked each participant to trace around each other as they lay on the floor on large sheets of thick brown paper. The body maps functioned as mediators between the participant who was being traced and the person tracing them, introducing a new dialogical engagement, brokered by the physical act of the tracing. I suggested that they fill the inside of the body with images relating to their own identity applying paint, pastels, collage, shoe polish or any other media. Body maps as an art form have become iconic symbols of representation (Solomon, 2005).They have become testaments for personal narratives. The concrete manifestation of feelings, desires, fears, encouraged an intense exchange of ideas. The body maps would take the next four sessions to complete. By this stage a strong sense of solidarity and trust had developed with each other. One caregiver had become ill and there was concern about her health. She was in hospital and a number of the caregivers had been to visit her. When she did return, she admitted feeling empowered by the support she had received from the other participants. During the next few weeks the conversations began to take on a less plaintive tone and boundaries began shifting through the relational encounters that were taking place. There was discussion about how to initiate their own crèches and ideas of how to develop their own businesses. By the final session Bongi had registered at nursing college, and Sarah had planned to start a day centre for children. Angela had discovered that she was pregnant and Dorothy was planning to do the facilitators course at ATC.

Working on body maps
In the penultimate session while still working on the body maps, I used the analogy of a seed as a metaphor for growth, nourishing them and then spreading outwards into the universe. I felt that it was necessary at this juncture to reinforce the important work done by the caregivers, so I helped to initiate a discussion in which the correlation to the metaphor of nourishment corresponded with their lives. The integration of the visualisation affirmed the qualities of expression and through talking about it, expanded the strength of their engagements. The caregivers’ responses to the interactions were evident primarily, in this instance, in the drawings that were integrated into their body maps. Words such as power and future are evident, while energetic lines radiating from the body are apparent.
. 
Body maps figs.1 and 2


Body map fig. 3
Given the opportunity to express themselves without the fear of being marginalised in their communities, the caregivers gave clarity to their thoughts through the medium of expression, allowing them access to alternative possible realities of change that could be instrumental in healing. The body maps made by the caregivers personified the capacity to resolve inner conflicts, as well as the ability to share forms of expression. The above body map (fig.3) made by a 50 year old mother of four, shows with great clarity a truck pouring its contents from her body.
The body map image below, (fig.4) identifies the pelvic region with pink confident sweeping brushstrokes, while a symbol of hope, a house and a car, are collaged into the bottom left corner. The vibrant pink heart allows the participant to express the important function she has acknowledged as a caregiver to the AIDS orphans.

A body map image with a pink heart, fig.4


Exhibition at Museum Afrika
 The last session that was held with the caregivers was on the 24th November 2005 where the body maps were completed. Although it was not an intentional arrangement, this culminated in an exhibition which was held at Museum Afrika on the 1st December 2005, organised by the ATC. The body map images were displayed on the opposite wall from some of my works at the Art Therapy Centre exhibition. I chose to hang the body maps on the wall in this way for two reasons. One, as a cohesive relational support between my work and that of the caregivers, and two, in order that the two bodies of work would  ‘speak’ to each other in Duchamp’s words, “the co-efficient of art.”, opening the space for dialogue. Of the twelve caregivers invited to the opening, only two were unable to be present.

A selection of work taken at Museum Afrika

Continuity for a practice of dialogical aesthetics
This chapter has focused on an interactive practice in a group process, recognising the synergy between a creative and discursive engagement in which art making has been a frame around which dialogue has been utilised as a channel for transformation to take place.
After numerous attempts to follow up on the progress of the caregivers, I have only had recent success in my endeavours to locate some of them. Of the schools that I have been able to contact, the principals were able to confirm that a few caregivers have remained there. From Umhathizwe primary school, both caregivers are now working at the Kanya Centre, an NGO for needy children. One caregiver is still at Zimele. Another is still at Umthambeka and unfortunately I have had no further success in my endeavours. Although this inquiry is premised on the process of dialogical interaction, I have been unable to pursue the trajectory of tracking the progress of the caregivers, which I identify as a limitation of this kind of project’s short term durational value. In considering the position of the artist in collaboration with a community, the temporary nature of the interaction needs to be addressed. The artist’s role is often as transitory as the duration of the project that has taken place. By this, I mean that the project itself had a finite time frame that affects the potential for ongoing conversational exchanges signifying my praxis as equally fixed in a predetermined sense.





Evidence of the support
The application of this research included many art processes that I have used in my own work. The construction of the practical explorations followed by reflection and the internalisation of ideas has been a pattern that I have utilised in my production. An exploratory process of art making in which the materials that the caregivers were able to engage in, reflected many of the same processes that I engage with; contributing to a connective aesthetic, opening the possibilities for exchange. This is not the same concept as that of empathy, as I have discussed in Chapter Three, but it contributes to the bond between the participant and the facilitator, acknowledging the role that the non-verbal might have in understanding the importance of collaborative exchange. Reflecting on the transcripts, I have been able to identify how specific resources, in other words, the materials that were used, could act as a catalyst towards dialogue, given that art can frame the process towards speech.

In my opinion the evidence from this research confirms that the interventions that had occurred increased the caregivers’ sense of self worth with an improved perception of themselves in the community. In my estimation, this is associated within an arena of initiative where many of the women in the group were able to view their circumstances with a new degree of objectivity so that they could build expectation into their future aspirations, which as Arjun Appadurai asserts, are “formed in interaction and in the thick of social life” (2003:6) calling it a “navigational capacity to aspire” as part of a system of cultural norms for that group. The application of this model has endorsed the relational and dialogical model reflected by the assertive new voices many in the research group developed.

The transformation of the experience of disaffection from society into one of empowerment within the community needs to recognise the importance of identifying the empathic mode through the capacity of listening.






















HAVE YOU BEEN A GOOD GIRL?







The principle of simultaneity, in other words, the assumption that there is a creative intersection that takes place between the facilitator’s creative engagement and that of the caregivers, exists in a liminal space. Although my own art making practice takes place in a solitary environment and my personal experiences locate my work in the realm of nostalgia, the trajectory of these experiences is accompanied by the parallel provisions for an altered awareness that were experienced by the caregivers. 

In writing this section of the dissertation, nostalgia, that utopian condition, allows me to revisit the time of childhood and, in doing this, according to Svetlana Boym​[29]​, “refuses to surrender to the irreversibility of time that plagues the human condition.” (2001: xv). Boym moreover asserts that nostalgia has the ability to “create unrealised longings and possibilities”, a chance, in part, to be free of responsibilities and adult burdens but also as a way of internalising both the past and the future. The sentiment itself, of nostalgia, the mourning of displacement and a temporal irreversibility, is at the core of our modern, fractured existence.   The nostalgic who reflects on a fragmentary individualised narrative, known as the reflective nostalgic, is concerned with the detail of their stories, to narrate them, to narrow the gap between past, present and future. Stories and memories of the past consistently provide material for the present. The notion of reflective nostalgia intersects with the current processes of transformation that add to the narrative of my life.

My artistic practice reflects the often-porous boundary between memory and the experiences of a fragmented contemporary life. This practice speaks of personal experience in which encounters of both past and present should not be seen in isolation, but as a dialogue linking the tangible concrete world with the ephemeral world of the past.

 Living in Johannesburg is a paradoxical experience for me. On the one hand , I live in a Post Colonial urban landscape where trauma and dislocation are the constructs of my environment; where there is little respite from poverty and violence for most people and where the fractured nature of existence is not only a symptom of white middle class angst, but straddles class and racial divides. On the other hand, Johannesburg is a colourful, magical place, inspiring national pride. The intersection of such disjunctions has shaped a consistent but stressful backdrop to my adult life. 
My art making process is partly in response to the immediate conditions of my environment, but the primary issues that concern me are embedded in my past. The past can open up a multitude of potentialities as it appends itself to the present. The writer, Vladimir Yankelevitch, said that for the modern nostalgic “the goal of the odyssey is a rendez-vouz [sic] with oneself.” Through such narratives, to quote Henri Bergson​[30]​, “the past might act and will act by inserting itself into the present sensation from which it borrows the vitality.” (Boym 2001: 50) Although my childhood was utopian in recall, the fragments of modern day issues imposed themselves into that reality, embedding the experience into tangible traumas of the present.

As an artist committed to the “healing power of the aesthetic” (Kester 2004: 142), I need to be attentive to the transformation of the creative and healing processes within myself. The most difficult situations can present the greatest opportunities for transformation. Without understanding my own conflicts and pain, I cannot access those inherent feelings in order that I might be a successful facilitator to the research participants. Nietzsche wrote in The Birth of Tragedy that when we are faced with the most dreadful circumstances, “art approaches as a saving sorceress, expert at healing. She alone knows how to turn these nauseous thoughts about the horror or absurdity of existence into notions with which one can live.” (McNiff 2004: 4)

My research is predicated on this assumption: That is there is a relational order that exists between art making and the construction of one’s own identity. As Bourriaud has asserted “…art is made of the same material as social exchanges…A work of art has a quality that sets it apart from other things produced by human activities.” He goes on to write, “This is…its (relative) social transparency…. It will be open to dialogue, discussion and that form of inter-human negotiation that Marcel Duchamp called “the coefficient of art”, which is a temporal process, being played out here and now.” (1998:41). In other words the work of art is not just a system of processes, but also “allocates to the beholder…the creative behaviour of the artist.” (Ibid) This is a form of tangible exchange which may precipitate further exchanges into the arena of social dialogue serving to endorse relational spheres. 

Have you been a good girl?
The exhibition Have you been a good girl?  takes its title from an A.A.Milne ​[31]​ poem by that name. A.A.Milne’s When we were very young (1924) along with Georgette Agnew’s Let’s Pretend (1927) poetry books were significant visual references for me as a child. They had belonged to my mother who, judging by the worn quality of these two books, also had a particular relationship with them. They were then passed down to me as cherished mementos of a time passed. On re-engaging with them recently, especially ‘When we were very young’, I realised that the illustrations were suggestive of a style of drawing that, while there is a stereotypical format to the figures, embodies something that felt familiar to me. The fashion iconography predates me, but I think the naivety of the symbolic figures, resonated with that elusive place of childhood.  

A.A.Milne’s poem, Have you been a good girl, Jane? (1924)

The imagery and content of my paintings have been drawn from personal recollections primarily from photographs of my childhood. The photographs are family mementos resurrecting the past. Susan Sontag said, “All photographs are memento mori. To take a photograph is to participate in another person’s (or things) morality, vulnerability, mutability.” ​[32]​ I have altered this condition by creating paintings from a static ‘memento mori’. Through my interpretation of the found photograph, I am pursuing an alternative direction. Barthes writes of these kinds of family photographs as conforming to an expectation, having the proof of the sitter’s presence. However there is something else there that occurs. The photograph can show ancestral as well as documentary presence. According to Barthes, writing of a photograph of his father as a child:  “Nothing to do with him as a man; but certain details, certain lineaments connect his face to my grandmother’s and to mine - in a sense over his head. Photography can reveal…but what it reveals is a certain persistence of the species.” He continues: “The Photograph is like old age: even in its splendor, it disincarnates the face, manifests its genetic essence.” (1980: 105) 
He further asserts that ancestry is comforting because knowledge of origin is “soothing” (ibid)
 “whereas that of our future disturbs us, agonizes us…. it bares the mysterious difference of being issuing from one and the same family: what relation can there be between my mother and her ancestor, so formidable, so monumental, so Hugolian, so much the incarnation of the inhuman distance of the Stock?” (1980:105) Furthermore, the photograph “authenticates” the existence of a certain being”. (1980:107) 

Somehow this authenticity validates and authorises my identity through memory, albeit constructed memory. The faded images of me and my family on the exhibition, mostly in grainy black and white, evoke memories of that temporal moment. Although I have been “scavenging photographs for raw data”, as the art historian, Ruth Rosengarten puts it; I have not copied the precise images as documentary evidence but have instead framed the experience into its own significant trajectory. These early sourced photographs reference various family relationships, placing them in a historical quotidian weighting them with contemporary immediacy. I am attempting to access those elusive memories of my childhood using metaphors of creativity, in an endeavour to revisit and redefine the world of my childhood, not just through the physical medium of colour and texture but more significantly, through the materialisation of the integrity of my experiences. According to Boym, Roland Barthes wrote in Camera Lucida that the photograph he loved most possessed, besides social meaning and a sense of “being there”, a certain capacity to prick one’s emotions, a punctum (wound or a mark made by a pointed instrument). “A punctum is this element which rises from the scene, shoots out of it like an arrow and pierces me.” (Barthes, 1980:26) Boym writes, “A punctum is a singular accident that joins the viewer and the image and reveals something about both; it points at the scars and in the viewer’s psyche and imagination”. (2001: 264)Like Nabokov, about whom Boym has written, for me, the punctum is imperceptible; it exists as an intangible sensation, rather than as an aggressive emotional declaration.

 The inclusion of original family photographs (snapshots) together with the paintings in the installation ratifies the documentary /family album nature of the paintings. In a way, although the photographs are more tangible than the paintings, which for me are cherished shattered fragments of memory that temporalises time, the converse could be true too. As Brian Dillon​[33]​ suggests, “…many painters using photographs as a reference are responding to a certain inadequacy in the photograph…” its precise failure to speak of its historical instant. He goes on to write about Gerhard Richter’s painting and how he believes “…photographs manifestly lack something: they are all picture, and the job of painting is precisely to shatter the picture.” Rosengarten writes that “painting ennobles photography and grants it permanence.” She says,

 “For Richter, for example, the act of painting rescues photography from an invincibility rooted in its status as index, be that status inherent (as Barthes would have it) , or socially assigned (as Bourdieu would have it).”​[34]​ 

The inclusion of the video with its original footage of my family provides a counterpoint to the elusiveness of still photographs by the emphasis of the corporeal quality of memories. It exists in time, as a rebellion against the modern idea of progress. Video in this context defines a time frame and because technology has the power to alter its original representations, has the facility to shift the rhythms of these intentions. Video is a medium that has the capacity to move through space and time. It is situated simultaneously in the past and the future. It is viewed in the present in real time but can transport the viewer into the realm of movement and dialogue into the past. It replaces the fixed image with a relational one. The home video functions as a link in narration of two differing optical experiences, with the video acting to locate the viewer within a given social context  “shifting the locus of aesthetic meaning from the moment of  creative plenitude in the solitary act of making….to a social and discursive realm of shared experience, dialogue and, physical movement. “(Kester, 2004:54)
Adrian Piper, an artist who makes use of interactive video, has said of her performance Hypothesis (1968-1970) where she began to explore her own status as
 “an object that moves through space and time”, with the capacity….to register consciously the space and time I am moving through, to actually represent that consciousness and communicate it.” (Kester 2004: 70). The static images on the walls serve as a contrast to the moving images on the screen, bringing to life, as it were, the figures that are identified in the paintings.

I am also aware of an alternative orientation that this form of interaction has for the viewer as participant.  Bourriaud identifies a sinister aspect of video representation, the genre of which is common in the film noir of the 1960’s, to the matter of surveillance. The old home movie camera focused on the family ostensibly to record quotidian events, personifies a menacing presence where “the beholder [is] …transformed into the subject of the artists eye, represented by the camera.” (1998:77).The anomaly that generates a sense of security for the family (as videoed subjects) underlies a voyeuristic tension for the viewer. The collaborative role that I envisioned the viewer having in this part of the exhibition is challenged by the invasive nature of witnessing other lived experiences. Although there is a banality to watching the video, the viewer becomes an unwitting participant in the unfolding events of the past, thereby juxtaposing the sensation of nostalgia with an immediate empathy of recognition.

The banality of witnessing an ordinary family’s life is juxtaposed with the photographs of the caregivers’ work which was hung in the same space as the video was screened. The exchange that takes place is a construct of heteroglossia echoing Bourriaud’s assertion that art is a state of encounter between the image and its social context. When Gabriel Orozco placed an orange on a stall in a market in Brazil, as I have mentioned in chapter one, that social “infra-thinness” reveals the layers of inter-connected exchanges. On the surface, the placement of the caregivers’ photographs in a room separate to the main part of the gallery, accessible only by steps, contradicted this notion. However, the memories in the downstairs space might have overwhelmed the appropriate value needed for the photographs. Given the accumulation of childhood memories that fill the gallery, the body images created by the caregivers might have been swamped by my memories.





I curated the work in such a way that the paintings fitted together like a puzzle, sometimes overlapping, or sometimes suspended from each other, suggesting a sense of claustrophobia; a materialisation of congested memories. Fragments. The graffiti and installation artist, Barry McGee employed a similar strategy with his series of found paintings in which he packed them into tightly sealed units onto the gallery walls, such as the Hammer Museum in Los Angeles. 
The Artists Proof Gallery however posed certain key problems, which were largely related to constraints of space.

In order to find greater possibilities for appropriate configurations, I chose to use the Sub-Station Gallery at the University of the Witwatersrand. The image below (fig.2) depicts one view of the gallery while figure 3 is a close up of the section on the right. The title text is chalked in with charcoal, referencing the transient nature of memory. (See fig.3 below).Charcoal has the immutable quality of impermanence, yet it embodies the illusory properties that define a tangible moment.





The gallery space consisted of a large number of small paintings ranging in size and shape. I explored many configurations to support the work and interact in this gallery space. The corporeal experience of interacting with the arrangement of the canvases supports a model of dialogical aesthetics where artistic practice is defined through the transference of dialogue and exchange with a viewer and the image/ object. The image acts as the catalyst for further discourse and cognition. Each time the paintings were repositioned a different set of dynamics was established. Initially, for example, the configuration on the northern wall of the gallery which is also the largest uninterrupted surface area consisted of a series of paintings assembled to form a circle. 

On further reflection however I recognised that the circle felt too hermetic so it was broken up into a semi circle with a selection of the paintings radiating from this position to form a new set of clusters. The configuration of clusters was determined by a number of considerations. The option of whether to cluster a group of paintings together or hang some separately was informed by two concerns. One, the arc of the narration supported the stop, start, trajectory of the journey across the surface of the walls and, two, the relational connection of one painting to another.   
 Fig.4

The photograph (fig.4: above) was taken of an earlier configuration and after a series of attempts at creating appropriate formations, consulting and interacting with various people, the image (Fig.5: below) shows the arrangement that was finally assigned on this wall for the exhibition. This wall became a focal point as well as a point of departure for the establishment of a dialogical framework. 
 Fig 5
Gablik writes that a gallery space is not a neutral space and cites Brian O’Doherty​[35]​ who writes of the gallery as a ‘frame’, which may “be the archetypal image of twentieth century art”. (1991: 149).  O’Doherty writes:
“During Modernism, the gallery space was not perceived as much of a problem…the artist was not aware he was accepting anything except a relationship with a dealer…. [But] the wall [is] (sic) our assumptions. It is imperative for every artist to know this content and what it does to his/her work…. For better or worse it is the single major convention through which art has passed. What keeps it stable is the lack of alternatives. Genuine alternatives cannot come from this space.” 







These shadowy, off-white small paintings reference an ontological mimesis drawn from the more figurative language of the paintings fixed to the walls. Whilst the ephemeral figures that are painted directly onto the walls are intended to suggest the evocative nature of memory, what is also implicit is the interactive relationship with all the parts in the space. The scale of the tiny figures bears a direct relationship to the overwhelming scale of the gallery as does the tone and hue of the images. The utilisation of a scarcely detectable pale colour against the surface of the wall, as an alternative to a strong, easily seen colour on the white ground of the wall, adds to the topography of constructed, barely discernible, memories. Each small figure drags the eye towards either the floor, in its entirety, or towards the mass expanse of the ceiling. As the optical view is extended to the floor, the white painted toys on the floor continue the narrative. A scale relationship between the objects on the floor, the small paintings on the walls and the viewer is a device employed to enhance the experiences of childhood by the emphasis of an altered dimension as seen in fig. 8 below. The intention of this scale shift is a humorous ploy to add meaning to the experience of childhood.
 
Fig. 8
Utilising scale shifts is a means of framing that fragment of a memory. In employing a particular format, whether it is a circle, square or a rectangle, I am attempting to isolate the experience of that memory in relation to a given space and containing it within that space. 
The image in the painting is conditioned by the format and the surface of the paint not the other way around. Having said this, in retrospect I realize that the placement of the figures on the format could have been less rigid and perhaps more resonant with the fluid arrangement of the paintings. The seemingly random compositions were chosen to echo the flow of thought in which no single image is more or less significant than any other. Through this, the works acquire the shifting qualities of small flickers of longing. 

The paintings that are fixed to the walls therefore act as “frameworks of memory” (Boym 2004: 55), discernible as vignettes from my childhood; images of fragile young girls emerging from the canvas. Many of the paintings are the figure of me as a young girl, located in a domestic setting or on the beach; with additional images illustrating other family members, such as my grandmother as a young girl. Some of the figures in the paintings are figurative images while others are less literal and more symbolic representations of the figure. Although my images are often ‘scavenged’ from photographs I have condensed them into an iconographic essence compressing them into the textured surface of the painting. The photograph which has been used as reference for the paintings is refused mnemonic import in my application of paint, decrying the subject matter as the emphasis. I did not set out to figuratively represent the literal image but rather to allude to the image as a nostalgic construct. In fact, in the application of paint I am opposing Barthes contention that the photograph “authenticates” the representation.




These figures are not melancholic, but rather connotive of mourning, signifying a collective memory or of loss, which is rediscovered in mourning. “Mourning is connected to the loss of a loved one, the loss of some abstraction, such as a homeland, liberty or an ideal… In melancholia the loss is not clearly defined and is more unconscious….” (Boym 2004: 55).A number of people who visited the gallery during this installation, responded to the pervasive sense of loss depicted in the paintings by also experiencing a sense of sadness and were moved to tears.  It seems that the viewers’ responses were in relation to an overall insidious sense of solitude that existed in the gallery space. The relational aspect acts as a ‘bonding agent’​[36]​ between the gaze of the viewer, or in this case, the response of the viewer and the material form of an inanimate object, that is, the painting. Theoretically, when human interaction occurs, and if the material conditions are suitably appropriate, conditions for exchange takes place and through it, dialogue emerges. The engagement that the viewer has with the installation implicates them as collaborators in the mediation of the artistic practice. In a dialogical aesthetic, subjectivity is formed through discourse as a system of argument. 
                                                                                                                            
        
              Fig.10                                                                          fig.11

There are a number of paintings in the installation in which the solitary figure of a young girl is placed. Sometimes, as in fig.10 the girl does not seem defenceless, partly due to the use of a viridian green for the ground on which the girl is located. In Fig.11 the orange colour field envelops the painted figure of a child magnifying the sense of aloneness and vulnerability.   
Colour is an important formal concern in this body of work adding weight to the visceral experience of painting, but its ontological properties defy the fixed category of interpretation. The direct expression of painting with colour evokes for me a primal connection that suspends concrete thought. Colour is medicinal and meditative at the same time. However, the relationship between one colour field to another, informs a different application in the orchestration of the entire wall. One painting already invested with the possibilities of immutable memories, hung alongside another painting that had a compatible colour relationship but did not necessarily have a common thread of memory, denying the necessary synergy. This introduced another premise into the permutations for hanging the work. My intention was that the arrangement on the walls as bodies of colour would echo the same fluidity that is implicit in the placement of the shapes on the walls. The proximity of the works in relation to each other is however dependant on the acquired meanings that emerge from the visual encounters implicating the viewer as a collaborative participant for a dialogical engagement
  
 In these paintings the compositional device of the figure suggests a frailty that could generate an insight into that sense of aloneness. The corollary of this is that the integrity of emotions (in the gallery space) could also cement the collective commonalities of shared compassion. I feel that an empathetic insight can be generated from the art work to the viewer through transference, establishing identification and, in the words of Kester, “facilitating a reciprocal exchange that allows us to think outside our own lived experience and establish a more compassionate relationship with others”, (2004:150) heightening the relationality between the seen and the unseen. This stance of empathy is exemplified in my role with the caregivers’ as it is for them too, as mentioned in chapter two.

This painting below of fig. 12 of my first day at school has been painted over a wax ground giving the surface a glossy finish while the little slanted figure of the girl projects a whimsical vulnerability from the picture plane. This was one of the first paintings from this series of work towards my exhibition and it feels symbolic of the entire experience of exhibiting in a public space. The therapeutic process of painting is a solitary process for me and one of introspection. The transfer of the works into a public domain is in a sense a violation of privacy for me. In a therapeutic sense it required that I engage relationally from an internal world to an external one. The painting gives form to an intangible, perhaps intimate idea that becomes embodied into significance which gives it its external representation. Externalisation can however, introduce the dialogical element as permission to engage with the revealing metaphors of thought. 

 fig.12
 fig.13      fig.14

This painting above (fig. 13) is a smaller shape in relation to the other squares. I positioned it on the wall in such a way that it remained slightly removed from the others to emphasise its smallness in scale which further accentuates the imperceptible humility of small things.
Some groupings of paintings are suspended slightly from the wall to overlap each other. In this sequence, (Fig.15: below) the paintings were hung with the intention of appearing randomly placed but these are the fractured moment, a jarring instant, penetrating the recollections of the past merging with the present.

Fig. 15
The red painting to the left of the frame has a line drawn from the girl’s eye that continues across the surface of the gallery wall until it meets the orange circular painting that has been slightly suspended from the wall. This group has a number of juxtaposed and seemingly arbitrarily hung paintings that do not follow the format of the other clusters. My objective was defined by a visual impetus, that is, the superimposition of images that are shattered when forced into a single image. There occurs an unpredictable sensation when imaginings of the past intertwine with the present.





In part, the art making process is a therapeutic antidote to the demands imposed by city living. This is a key element to the link between the practical and theoretical aspect of this research. The therapeutic effects of art making which encourage dialogical engagement are central concerns of the research, and validate the importance of personal concerns. Whilst the process of exploring the content of my work immersed me in a space- time construct, on completion I was abruptly launched back into the present. The therapeutic engagement with painting was so profound as to liberate me from that nostalgic place of longing. The ability to project inner scars and feelings, particularly as the images I painted allude to vulnerability, precipitated an understanding and an acknowledgement of a deeper sense of self. Engaging with art in this inclusive, process-driven manner, has not only afforded me new personal insights, but as a mature student, I am fortunate to have had the leverage of age as an added support for perceptual causality.

 The act of engaging with the physical sensations of art making can moreover challenge pre-existing perceptions and practices of knowledge allowing for new insights, both personal and communal, encouraging dialogue through a series of interventions. These interventions are particular to the process that the artist or facilitator has designed. In my case, I have begun to understand the implications that have emerged through this process. In a way, it is easier to neglect personal challenges, and apportion blame elsewhere, but when the art making process occurs, it can be a liberating experience. In this sense dialogue is seen as instrumental to the process of transformation.  

In relational art, the artist is no longer the sole creator, but acts as the catalyst. The artist frames the point of consideration and then awaits the response. According to Anton Ehrenzweig, who wrote on the study of the psychology of artistic perception in his book the Hidden Order of Art, “All artistic structure is essentially ‘polyphonic’; it evolves not in a single line of thought, but in several superimposed strands at once...” (1967: xiii) These strands cross over and weave and gather information to create the dialogue or the thoughts for the dialogue. Bakhtin’s model of dialogic art practice sees discourse as operating on several planes, subverting the traditional monologic authority. “The monologic view”, writes Nancy Frazer in Unruly practices, (Gablik: 151), “is the Romantic individualist view in which…. a solitary voice [is] crying out into the night against an utterly undifferentiated background.” She continues, 
“…. there is no room for interaction.” The participatory model that I am endorsing gives voice to a subjective positioning between identity and the discursive experience giving the participants the potential authority for further constructive encounters. 

The intention then of my creative process is twofold: 1) to aim for a process-driven objective and 2), to situate the work within the realm of interactive participation. The physical experience of interacting with the arrangement of the canvases, as a spectator, sanctions the model of dialogical aesthetics as one level in which it is surfaced. It begins with a shift in fundamental assumptions to separate the self from an autonomous high ground towards a dynamic participation embedded in interaction. An expansion of this concept comes in the form of Jacques Rancière’s translated article The Emancipated Spectator (2004) in which he writes: 
  “Theatre should question its privileging of living presence and bring the stage back to the level of equality with the telling of a story or the writing and the reading of a book. It should call for spectators who are active interpreters, who render their own translation, who appropriate the story for themselves (sic), and who ultimately make their own story out of it. An emancipated community is in fact a community of storytellers.”  (2007:282)





The intention to create a dialogue between my work and the work of the caregivers with whom I participated in a series of art making activities as part of an intervention towards the written research component of my project was undertaken to create the space for communicating towards forms of expression. In situating myself as an artist I have begun to address my role in the arena of social exchange and critically reflect on my own engagement with the process of art making. The thread that links my work with that of the caregivers is that our mutual intentions, which are not located within similar cultural and geographical contexts, are determined around our internal networks of chaos and dislocation, where art making is predicated on the assumption that the role of art acts as the ‘connective aesthetic’ as writer Suzi Gablik, has asserted, linking the participant, their concerns, and their experiences, creating a causal relationship between the artist, the artwork and their cultural framework. 

As the caregivers were volunteers who agreed to be participants for my research in fulfilment of a Master of Fine Arts degree, I needed to be cognisant of the assumptions about the relationship between art and the broader social and political world and how to interpret the knowledge that aesthetic experience is capable of producing, and to integrate an understanding of the research participants as active agents instead of materialising their conditions. In order to ensure a constructed meaning was not imposed onto the participants, it remained necessary to keep preconceptions from distorting relations. According to Comstock, in Lather’s paper on Research as praxis, “the critical researcher’s task is to stimulate research participants into a “self- sustaining process of critical analysis and enlightened action.” (1982:269) For a reciprocal research design and to bridge ideological as well as social differences, it is necessary as called for by Fay in Lather, [whereby the] “people for whom the theory is supposed to be emancipatory can participate in its construction and validation”. (Lather1977: 269) By endorsing the emancipatory processes of dialogue, boundaries might disappear to allow for a collaborative and inclusive approach. Rancière’s appeal for the legitimacy of providing authority to the participants in their fields calls for a solidarity based on shared identification to facilitate what Kester calls “empathetic identification”.(2004:78)  Kester identifies the term “modal imagination” taken from Adrian Piper, who explains that  in “extend[ing] our conception of reality….beyond our immediate experience in the indexical present…” (2004:77) we can transcend our own preconceptions of difference by broadening the fixed impressions we have. Kester attests that this empathic connection is an important component of dialogical art practice. This perception can support the facilitation of interaction.  
 I am not suggesting that I can lay claim to any moral pedagogical authority as an artist with a direct line to marginalised communities but as Bourriard asserts, “Through little services rendered, the artists fill in the cracks in the social bond”. (Foster 194: 191) However, as Gordon warns in Foster, “beware of the promiscuity of collaborations.” Without the presumption of inherent emancipation, artists/individuals can give agency to privilege the modes of collective and collaborative productions which can allow for the transfer of skills from the artist to the community and vice-versa, such as is seen by the Senegalese artists collective, Huit Facette. While being careful not to “exoticis[ing] black poverty through their work” artists need to be careful not to position themselves as “aesthetic evangelists, dispensers of moral truth.” (Gray 2008:82)

Huit Facettes, a case study
To corroborate the outcomes of the caregivers’ project I feel it is necessary to assess the work of another artist intervention project. In order that I might achieve findings that are relevant to my research, I need to evaluate the conclusions reached from the case study that I have identified. Although the framework for the art production of this study is unlike my project, the findings they achieved resonate in some ways with my own research. There are two key points which serve to link my research project findings with the subsequent study. The primary mission of Huit Facettes has been to “disentangle modernism’s historical contradiction between art’s claim to aesthetic autonomy and its ambitions for social relevance.” (Enwezor: 2007:245) The other concern which is also central to my research is role of critical discourse as exchange of knowledge in the community.

Huit Facettes, the Senegalese artists’ collective, focuses on social interventions which provoke conventional systems of commodified art through the integration of art and their environment. Founded in 1996, their aims are to involve participants in the rediscovery of creativity through confronting their own disempowerment and disenfranchisement. Huit Facettes attempts to reconcile the incompatibilities between the urban and suburban, rich and poor, between first world and third world. They not only run workshops to facilitate basic skills in craft, but also dialogue with members of the community who can benefit from the workshops. Huit Facettes believes that their approach is not didactic in its stance, but functions as art activism to raise awareness in a social context for communication. The activities of Huit Facettes contribute towards the intervention of new subjective identities and new codes of behaviour within the community set out by the community themselves. This shift in the arts autonomy is a strategic principle in averting the possibility of dependency that occurs in much NGO work. The claim of Modernism for aesthetic autonomy is transferred to a role in which the need for a socially relevant framework is highlighted. Huit Facettes attempts to mediate this role through the use of dialogue as a form of communication.

Huit Facettes has asserted this critical role of dialogue in socially engaged art by teaming up with the Italian collaborative group, Reporting System and has created a book entitled Voyages Croises (Meeting Places): Dakar Milano Biella Torino Roma Zingonia (2006) together with Gennaro Castellano and Kan-Si, a member of Huit Facettes creating an open platform for exchange between the African and Italian artists. The scope of the project encompasses the crossing of paths in a dialogical space by transcending borders and cultural boundaries.

Kan-Si, a Senegalese artist with roots in Joal-Fadiouth (an impoverished community), is an artist as well a collaborative member of Huit Facettes. Kan-Si's project, "Le Pont des Regards" (The Bridge to Look at Each Other) involved the community from the island of Fadiouth, a popular tourist destination. The island is reached from Joal by a bridge. Kan-Si inverted the traditional role of local villagers being photographed by tourists. The tasks set up an exchange between the two groups, including conversations with tourists, and altered the community condition of the Western gaze to an active agent in the production of their own identity.
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Collaboration, connection, a provisional solution
There are two central points which frame this dissertation: on the one hand, the practice of art making within a dialogical and relational sphere, and on the other hand, the specific identity of the practitioner as artist within this context. This chapter has been concerned with the position I have held as both artist and teacher/facilitator. Looking back on this project and seeing what has emerged, in terms of my interest in dialogical and relational aesthetics, there are evident associations that have been made. 

Since Modernism has been turned on its head, the art world has begun to embrace socially engaged art, acknowledging the role that the viewer has as a significant extension of art practices. The identity of the art practitioner has been traditionally situated in the realm of an autonomous, self-involved field, shifting the practices from an aesthetic based on a “paradigm of consciousness (the consciousness of the expressive artistic subject)… premised on what Habermas has defined as an intersubjective ‘communicative action’” (Kester1998:15).  The creative processes of formalism have generally been classified as the mediating discourses between the subject and the object in social and political thinking. Contemporary horizons have shifted this paradigm to challenge these traditional modes of practice and to reassess the role of aesthetics towards an inclusive engagement of arts in the community.

Artists have also challenged their own intersubjective engagement towards a participatory model of interaction in terms of their capacities of intervention.
The connection between a dialogical aesthetic and my art practice situates me as co- participant mediating the process of facilitation. The durational nature of the research process intersects with the ephemeral experience of the moment which is recorded to define that temporary time-frame. My role has not been as a passive bystander in this process, nor has it been a voice of authority but rather as witness to the process of unfolding events.

In terms of the relational sphere that I have occupied I have a dual position. As an artist I work in a solitary realm where my work is positioned from an autonomous practice. However, on another level, I also work with people in my capacity as facilitator. As the painter mediates their own work, by extension so too does my relationship with the caregivers. My role as a catalyst situates me in a relational way, as an extension of my own narrative that adds to the dialogue emerging from a sustained relationship that is primarily based on difference. The narratives that are woven are a necessary part of the ritual of acknowledgement and belonging. As an artist I recognise the importance of a shared dialogue. 

FINAL REFLECTIONS 
Art making with the caregivers was reframed beyond the limits of a fixed paradigm bringing about reflection through the conversational exchanges that took place. As Kester writes when he alludes to participatory projects, “What is at stake in these projects is not dialogue per se but the extent to which the artist is able to catalyze emancipatory insights through dialogue”.(2004:29) This is a key principle of the tenets of this research. Dialogism in this sense, as framed by Mikhail Bakhtin, continually informs one subject to another. Bakhtin wrote, in relation to language, that an utterance “cannot fail to become an active participant in social dialogue.” (1981:276) The space, in which the caregivers have been able to interact as participants in relation to dialogue with each other, has become, in the words of Bourriaud, “a space for the openness…that inaugurates all dialogue.” (2004:166).

Verbal dialogue becomes a vital tool for communication that is precipitated by the outcomes of the art making process. The safety of being part of a community, in this context, the caregivers, is in itself a microcosm of a social habitus,​[38]​ harnessed by the implicit trust that was manifested in the group. This breaks down the “division of meaning”​[39]​ minimising the potential for divisiveness. An example of trust can be seen in the context of the body maps in which it was contingent on the caregiver to be traced as she lay on the paper to be used as a drawing surface, and as I have discussed in chapter two, defining the relationship between the format and the two participants. In this case the caregiver surrendered to the format of the paper which acted as a transitional form that can be defined as a relational object. The implicit collaboration that co-exists in this space is a form of transference, also taken up by Felix Guattari who identifies the work of art as being part of a process he calls  a ‘subjectivisation vector’​[40]​ (Bourriaud’s italics:1998:99), implicit in which is that the art object has the fluidity to interact and create other relationships. Transference is generally understood by psychotherapists to mean the passage of feelings and emotions by the person in therapy from their past into the present and projecting it into either the therapist or as introjection into the representation of an image.

Michael Holquist, elaborating on the nature of subject construction in Dialogism: Bakhtin and his world (1990) discusses the relation of self to other in an outline on the work of Bakhtin​[41]​, which I have introduced in chapter one. He demonstrates that all agents could simultaneously occupy the role of self and other. “ Every human subject”  he writes,  “is not only highly conscious, but…[.that] his or her cognitive space is coordinated by the same I/other distinctions that organise my own: there is in fact no way  ‘I’ can be completely transgredient to another living subject, nor can he or she be completely authorize transgredient to me.” Transgredience is a position from which the subject may perceive themselves as an object that is external to them; the ‘I’ detaches itself from its subject. It is thus congruent that in both the case of the caregivers and my own work the link that serves to dialogue, steers the art work into a conscious agent for transformation.

 Bourriaud attests that “artistic practice is always involved in a relationship with the other; at the same time, it constitutes a relationship with the world.”  (168).It is thus the definition posited by Bourriaud​[42]​ that the artwork can be defined as the relational object that supports the theory of   intersubjectivity. The artwork becomes the mediator for conversational exchange to help develop constructive models for engagement. Bourriaud writes on Felix Guattari’s notion of the ‘partial object’ as a transitional source “which derives advantage solely from a “relative subjective autonomization” (authors italics) ….”  Here, the aesthetic object acquires the status of a “partial enunciator”, whose assumption of autonomy makes it possible to “foster new fields of reference” (1998:100). In order to dialogue with the image or the object as mediator, we need to recognise that the object is independent and autonomous and can be the personification of oneself. This can be likened to the role that the mask has in certain cultures and can be seen as an example of transgredience: the interaction between the object and the wearer of the mask ensures the wearer (or participant) of protection in the projection of their feelings and desires. These strategies endorse the idea of a continuum for the ‘partial object’ to support dialogue as part of a total experience of cognition. 

In bringing this dissertation to its closure it is pertinent to say that while there is one key aspect that is central to this discussion, two forms of communication co-exist in this context.

 The dialogical engagement as defined by Bakhtin postulates that all language is dialogic and everything exists relationally in response to something else in a heteroglossic way. If, according to Bakhtin, discourse can function on multiple planes, or that within a specific conversation diversity of thinking and viewpoints can be uncovered, is it not true that language, or conversational exchange in this instance, overlap to create a palimpsest of values? Dialogue can be polyphonic as the partial object becomes a conduit for discourse at the same time that language is uttered. As the ‘I’ detaches itself from the subject, it fixes onto the identity of meaning for discourse to take place.

Ehrenzweig has pointed out that all artistic structure is essentially polyphonic, which essentially means that simultaneous thought and/or action can take place concurrently. “The creative thinker alternates between these (conscious) differentiated and (unconscious) undifferentiated modes of thinking” as he called them, “harnessing them together to give him service for solving very definite tasks.” (1967: xiii)

The discovery of a rich creative life and an unconscious fantasy world permits the recognition of latent unconscious anxieties to occur, but concomitant with those feelings, might come recognition of one’s own identity. Predrag Finci ​[43]​ asserts that,

“Art which grows out of stress paradoxically becomes a kind of therapy for both the creator and the recipient, a kind of consolation because even as a testimony of destruction it liberates from destruction, since it proves that the plan of total destruction has not been accomplished.” (1997: 19)
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My name is Sue Kaplan and I am currently doing research in fulfillment of a Master of Arts at Wits University in the Fine Art Dept. The purpose of the research is to examine the role that art plays in people’s lives and whether it is a useful tool towards self-expression and personal empowerment. The Alberton Teachers Centre has been made available to me for two 9 week periods. The sessions will consist of two hours a week, divided into an art making component, exploring various themes around aspects of empowerment and notions of identity for women, using a variety of materials and techniques and closing with a time for reflection and discussion. Although this process may lead to the expression of intimate feelings, my role as facilitator will ensure protection of each participant. The research will be used for academic purposes only. The identity of the participants will be protected by the use of pseudonyms. You will have the right to read my conclusions, by reading a copy of my dissertation, which will be made accessible for you. Should you have any concerns or queries about the nature of the research, either before or during the sessions, please feel free to contact me on 0836178585.

As part of the research I will be observing interactions between each member of the focus group, I will be interviewing you and examining the material that has been created and any supplementary texts related to the project

I believe that this will be an enriching experience for us all.
- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - 















I, _______________________________________ agree to participate in the research study conducted by Sue Kaplan for the purposes of a degree in Master of Fine Arts at Wits University on an enrichment project.

Please tick the appropriate box.

I am prepared to be interviewed by Sue Kaplan at various times during the course of the project.	Yes		No	
I understand that I might be asked questions about my linguistic, educational and socio-cultural background.	Yes		No	
I understand that interviews may be taped using audio or videotape for research purposes.	Yes		No	
I understand that I may be quoted in the completed Masters dissertation	Yes		No	
I understand that the images produced, may be used for research or publication purposes.	Yes		No	
I understand that my participation in this research will in no way jeopardise my work as a caregiver.	Yes		No	
I understand that my name will be changed to protect my privacy in any research findings or publication of the research findings.	Yes		No	
I understand that I have the right to protest should I feel my rights set out above have been infringed in any way.	Yes		No	

I understand that I have the right to stop participating in the study at any time
	














I, _______________________________________ agree to the facilitator taping and videoing my involvement in this process.

If I refuse consent for this form of data capture, transcripts of oral expression will be used for this study.






…………………………….                                       …………………………..








Igama lami u Sue Kaplan, njengamanje ngenza uphenyo mayelana nokugculisa izidingo zemfudo ephakeme eWits University, umnyangweni wezobuciko (a Master of Arts at Wits University in the Fine Arts Department) Inhloso yaloluphenyo ukuthola indima ebanjwa ezobuciko ezimppilweni zabantu. Ukuthola ukuthi ngabe ziyithuluzi na? Elisizayo ekuzizwakaliseni nasekuzithuthukiseni.
I-Alberton Teachers Centre ingivulele umnyango ekutheni ngiyisebenzi isikahthi esingamasonto ayisishiyagalolunye. Uhlelo luhlukaniswe amahora amabili ngesonto, nawo ahlukene ngezingxenye zokwenza ubuciko, okuhlola izigigaba ezihlukene mayelana nokunkwa amandla nokuzazi kwabesifazane. Sisebenzisa izinhlobo ezahlukene zezakhibuciko nezindlela zokusebenza besesivala ngesikhathi sokucabanga nokuxoxisana (ngemisebenzi).

Yize imisebenzi iholela ekuzichazeni ngokwemizwa yangasese yombambiqhaza, indawo yami njengomqondisi wohlelo  ukuvikela nokuhlonipha umazisi womuntu ngamunye nendima kuloluhlelo.

Loluphenyo luzosetshenziselwa izinhloso zemfundo ephakeme kuphela. Obazisi babambiqhaza luzovikelwa ngokusebenzisa amagama okungewona angempela. Futhi banelungelo lokufunda umbhalo oqukethe iziphetho zami ngohlelo.

Uma unemibuzo noma izimangalo ungangishayela ucingo kulenombolo: 0836178585.

Ngaphandle kophenyo ngizobe ngibuka ubudlelwane phakathi kwamalunga abambe iqhaza. Sizoxoxisana besengihlola umsebenzi owenziwe yilunga, emvakwalokho ngibale mayelana nomsebenzi.

Ngiyakholwa ukuthi loluhlelo luzosikhulisa sonke.
…………………………………………………………………….

Mina u………………………………………….ngiyavuma ukubamba iqhaza ohlelweni nokuhambisana nalo.

……………………..                                                  …………………… 











Mina…………………………….. Ngiyavuma ukubamba iqhaza emfundweni yophando oluyinhloso yeMfundo 
Ephakeme yezobuciko e-Wits University – oluqondiswa u Sue Kaplan 

                                                            

 Ngicela ulobe eceleni komush  loko okukhethayo phakathi kuka:         Yebo  Cha                                                                                                           


 Ngikululengele ukuxoxisana no Sue Kaplan, ezikhathini ezihlukene ngenkathi ehlelo lusaqhubeka.                                                                                             Yebo  Cha
  
                                                                                                  
 Ngiyaqonda ukuthi uzongibuza ngezolimu nesiko lami                          Yebo ⁪ Cha     
                                                           
                                                                                                               
           
Ngiyaqonda ukuthi imibuzo izoqoshwa esiqoshweni mazwi naku-video ngesikhathi sophando                                                                                                    Yebo ⁪ Cha         

Ngiyaqonda ukuthi ngizohunyushwa encwadini eqediwe  yophando lwemfundo.
                                                                                                                            
                                                                                                                    Yebo ⁪ Cha
          
 Ngiyaqonda ukuthi izithombe eziwumphumela wohlelo zizoshicilelwa futhi zisetshenziselwe uphando.                                                                          Yebo ⁪ Cha
                                                                                                                      

 Ngiyaqonda ukuthi ukubamba kwami iqhaza kuloluhele ngeke kwawuthambikiselela umsebenzi wami njengomnakekeli.                                                            Yebo ⁪ Cha
                                                                                                                       
                                                                                                                        
 Ngiyaqonda ukuthi igama lami lizovikeleka ngokusebenzisa igama okungasilona kunoma iyiphi imiphumelelo yophando                                                      Yebo ⁪ Cha
                                                                                                                         
 Ngiyaqonda ukuthi nginelungelo lokukhononda nxa amalungelo ami engahlonishwanaga yiloluhlelo.                                                                  Yebo ⁪ Cha
                                                                                                                                    





                                                                                                                          
……………………………..                               ……………………
Sayina                                                                   ( Usuku ) 

                                                                 





Mina u, _______________________________________ ngiyavuma kumhleli nomqondisi futhi egiqopha ngokwevideo, ukubandakanyeka kwami (kuloluhlelo)

Uma ngingavumelelani nokuqoshwa,  okuphinyiswe ngenkulumo kunga setshenziselwa lesi sifundo.






…………………………….                                       …………………………..























^1	  From a quote by Edith Kramer in Art as Therapy (1984).
^2	  Nicolas Bourriaud describes this “arena of exchange” in Relational Aesthetics ( 1998)
^3	  Gablik’s philosophy on social responsibility worth mentioning particularly from an ecological perspective is dealt with in Reenchantment of Art (1991)
^4	 6 Felix Guattari wrote Chaosmosis: an Ethico- Aesthetic Paradigm(1992) a chapter of which is published in Bishop’s Participation (2006: 79-82)
^5	  Taken from Bourriaud’s critique on Guattari’s “the Aesthetic Paradigm”, in which Bourriaud posits that art, for Guattari, was a living matter. Guattari writes (from Chaosmosis), “the only acceptable end purpose of human activities is the production of a subjectivity that is forever self-enriching its relationship with the world.”( 1998:103)
^6	  Collective Actions consisted of Andrei Monastyrsky, Sergei Romashko and others.
^7	  Bakhtin’s dialogism as defined in the glossary of The Dialogic Imagination: Four Essays (ed. 1981) is “the characteristic epistemological mode of a world dominated by heteroglossia. Everything means, is understood, as a part of a greater whole- there is a constant interaction between meanings, all of which have the potential of conditioning others. Which will affect the other, how it will do so and in what degree is what is actually settled at the moment of utterance. This dialogic imperative, mandated by the pre-existence of the language world relative to any of its current inhabitants, insures that there can be no actual monologue.” (pgs 426-427)
^8	  Kantian ethics encompass the intrinsic rationality of man. 
^9	  From Kester’s Conversation Pieces (2004:10)
^10	  I am referring to Kester’s penning of the concept “Dialogical Aesthetics” in Conversation Pieces.
^11	 Peter Dunn is quoted from an interview he gave to Kester in October 2001 in Conversation Pieces 
^12	  Cited by Docherty (2003:31) taken from The Radical Aesthetic (2000:37)
^13	  Capra wrote The Turning Point (1981) in which he articulated the need for a paradigm shift to halt the global crisis of disintegration. He considers three important changes necessary to alleviate worldwide crisis and all are embraced by the fundamental Chinese principles of yin and yang. Capra is concerned with the need to exchange the male hegemony to one in which the female characteristics of intuition (eco action) are balanced with the yang concepts of rational thinking (ego action). The turning point, to coin a Capra  phrase, is to place value on both yin and yang equally. Until now the emphasis has lain with the masculine values inherent in the yang model. We should now turn towards the female yin. Yin concerns are nonlinear and experiential   and embrace values that accommodate the spiritual, physical and creative traits to become a harmonious whole.
^14	  Jacques Lacan was a French analyst; he addressed symbolism in the context of linguistics
^15	  Melanie Klein pioneered psychoanalysis of children in the 1920’s where the loss of the ‘first object, the mothers breast, forms the basis of ego development.
^16	  Yalom: Therapeutic Factors in Group Therapy(2005)
^17	  Tsogang Basadi means wake up women.
^18	  Article in Mail and Guardian in May 30th 2008
^19	  Taken from Grant Kester, “Starting from Zero: Stephen Willats and the Pragmatics of Public Art,” Afterimage 19May (1992: 10)
^20	  See Martin Robinson, a Jungian approach to Art Therapy, page 83, from Art as Therapy, edited by Tessa Dalley: 1984
^21	  David Linge writes in his introduction to Gadamer’s Philosophical Hermeneutics(1977:xxi)
^22	  A concept cited by Kester (2004:112) emerging from a study Women’s Ways of Knowing (1986), authored by Mary Field Belenky.
^23	  “ In the aesthetic regime of art, art is art to the extent that it is something other than art” (Ranciere, “The Aesthetic Revolution and its Outcomes”137-this article offers a compressed summary of aspects of the longer analyses that Ranciere has undertaken in his books such as  Mallarme(1996);from notes in Politics and Aesthetics, an interview.
^24	  Nancy is a French philosopher. The Inoperative Community (1986) is an essay taken from Participation, Documents of Contemporary Art. 
^25	  Dianetics is a sub-study of Scientology, a contentious doctrine that Hubbard defined as being a “science of the mind.”
^26	 Www. co-counselling.org.uk/practice/paradigmshift.html
^27	  The taxi wars during this period on the East Rand relate to the wars between taxi associations which were largely caused by territorial control and have been exacerbated by poor regulatory frameworks. 
^28	  Ranciere’s Ignorant Schoolmaster (Le Maitre Ignorant, 1987), a book on a school teacher who showed illiterate parents how they could teach their children to read.
^29	  Svetlana Boym is the author of The Future of Nostalgia (2001)
^30	  Boym quotes Henri Bergson from his Matter and Memory (1907),an essay on the relation of body and spirit.
^31	 This poem has a dated naivety that suggests an implicit innocence but as an adult the good girl / bad girl syndrome, of which I am probably a member, inflicts me with guilt and reminds me of a judgmental society.
^32	  Susan Sontag was a literary theorist. She wrote On Photography in 1977.
^33	  Dillon has written for Art Review, issue 15, in an article entitled, The Painting of Modern Life at the Haywood Gallery
^34	  Article from an online magazine London Grip: essay on the Painting of Modern Life at the Hayward Gallery (4th October to 30th December 2007)
^35	  Brian O’Doherty wrote a selection of essays, entitled Inside the White Cube: The Ideology of the Gallery Space. San Fransisco,1986
^36	  Bourriaud refers to Deleuze and Guattari’s definition of a work of art as a “block of affects and percepts”.
^37	 This essay by Ranciere, Problems and transformations in Critical Art (2004) was included in Participation, edited by Claire Bishop.
^38	  Pierre Bourdieu’s habitus is a set of dispositions which corresponds with a class of taste produced by social conditioning of perception and thought. 
^39	  ‘Division of meaning’ is quoted from Bourriaud in Relational Aesthetics, page: 42
^40	  This term is borrowed from Bakhtin.
^41	  An essay in Art, Activism and Oppositionality, Essays from Afterimage, (1998) written by Charles A. Wright called The Mythology of Difference: Vulgar Identity Politics at the Whitney (1993).
^42	  Bourriaud’s reference to this is an extension of Duchamp’s notion of the ‘beholder who makes the pictures’.
^43	  From The Work of Art in the Time of War Destruction, Third text 24,(Autumn 1993)
